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Performance pedagogy is largely absent from community-based participatory methods within 
kinesiology and community health research.  A focus on health equity requires community driven 
qualitative methods within research. Giving voice to diverse narratives and stories through 
performance are key to learning about underserved populations. Focusing inquiry on those who 
are generally excluded from research can serve as community-engaged scholarship. This 
dissertation is based in performance pedagogy to help reclaim transformative research experiences 
by providing a platform for legitimacy and authenticity in community-engaged scholarship. The 
unique contribution this dissertation makes to cultural studies/social science is a re-envisioning of 
the autoethnographic methodology and MyStory together and their dissemination through 
performance pedagogies. Specifically, the aim of this dissertation is to incorporate 
autoethnographic performance into a popular narrative with cultural viewpoints of the lived 
experience as praxis for community health as a new way of approaching community-engaged 
research. I argue that legitimizing human and personal features of the lived experience is a way to 
understand culture and the politics of dealing with certain adversities i.e. illness, alcoholism, 
violence, and injury, as found in the residual effects of trauma in the body – a site of “doing and 
an undoing” (Harris, 2017, p. 26). I build from a notion that autoethnography has significant 
involvement in relationship to MyStory (Ulmer, 1989, 1994 [as foundational]; Denzin, 2014). The 
MyStory serves as a technique/prompt developing the autoethnographic performances-
ethnodramas within the dissertation text— as expansive to the field of KCH. The work of this 
dissertation stems from personal experience, as well as through developed insight from my work 
as community-engaged scholar in the Little Village community; and methods demonstrated in the 
Seminar on Advanced Interpretive Methods, SOC 580, 2014-2016, at The University of Illinois at 
Urbana-Champaign (UIUC) in [2014-2016]. Literature in this dissertation is founded in the 
discipline of interpretive qualitative methodology and greatly influenced by the works of Norman 
Denzin (1992, 1997, 1999, 2001, 2003, 2006a, 2006b, 2008, 2009, 2014), Raymond Carver (1976, 
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This dissertation seeks to discover new applications of performance pedagogies as community 
engaged scholarship to give voice to groups underrepresented in research. The performance 
pedagogies work together as a build on the next ethnography-autoethnography-MyStory-
performance-performance ethnography-ethnodrama-ethnotheater. Performance pedagogies is the 
umbrella term that I provide in this dissertation for the collective use of qualitative based 
methodologies that are performance-centered. Within a larger autobiographical project, I embark 
on demonstrating several embodied autoethnographic performances as useful to research and 
dissemination of knowledge in the fields of kinesiology and community health (KCH). Literature 
in this dissertation is founded in the discipline of interpretive methodology and greatly influenced 
by the works of Norman Denzin (1992, 1997, 1999, 2001, 2003, 2006a, 2006b, 2008, 2009, 2014), 
Raymond Carver (1976, 1981, 1983, 1988, 1993, 1997) and Dwight Conquergood (1984, 1985, 
1986, 1991, 1992, 1999, 2013); and based through other foundational authors: Paulo Freire (1970, 
1972, 1978, 1993, 1993, 1997, 1998, 2007, 2014),  Laurel Richardson (1990, 1992a, 1992b 1997, 
2000), Johnny Saldaña (2005, 2011), and Augusto Boal (1979, 1998). Combined, these authors 
are exemplars as their theory, method, and overall approach/style is foundational to the production 
of the performances presented throughout the text.  
 
Performance pedagogy situates the autoethnographies within the dissertation. Performance 
pedagogy/performativity is the anchor of the whole project which can be the way we re-write our 
stories, reshape our bodies, and claim how we choose to represent ourselves within engaged 
scholarship.  Performance pedagogy is a platform for legitimacy and authenticity to present truth 
and give voice to the lived experience. Within performance pedagogies embodiment is produced 
as there is an in-living –a dwelling in the body when writing and performing versus the dissociation 
felt from silencing life narratives.  Performance helps one reside in the body to express more 
significant and naturally another form of positive catharsis –a release. Performance pedagogies 
can serve to unpack health to highlight stories often excluded from research, output, and 
dissemination. I argue that giving voice to diverse narratives and stories is key to learning about 
these underserved populations generally excluded from research – such as my own. Performance 




varied styles emphasize different ways of narrative writing. This allows for different education 
and literacy levels for community and academia alike to achieve reflexivity and reducing the 
“othering” of participants of research. Performances were disseminated at conferences, 
community settings, and academic spaces as a means of community-engaged scholarship. 
 
The work of this dissertation stems from personal experience, as well as through developed insight 
from my work as community-engaged scholar in the Little Village, Chicago, Il community; and 
methods demonstrated in the Seminar on Advanced Interpretive Methods, SOC 580, 2014-2016, 
at The University of Illinois at Urbana-Champaign in [2014-2016]. In the course, I began to 
develop my own style of performative writing, that also mirrored some of the techniques from 
ethnographic experimental writing (Clough, 2000), autoethnography (Holman Jones, Adams, 
Ellis, 2013; Poulos, 2014; Bochner, 2000, 2014; Ellis, 1999, 2000, 2004, 2009), poetic 
representation (Richardson, 1992), duo-ethnography, critical ethnography (Madison, 2005),  
performance ethnography (Denzin, 2003a, 2003b, 2006a, 2006b,  2010, 2017) and ethnodrama 
(Saldaña, 2005, 2011).  I have compiled the autoethnographic performances, predominately in the 
MyStory technique ([as foundational] Ulmer, 1989, 1994; Denzin, 2014). In addition to the above 
scholarship, the performative autoethnographic ensemble of narratives is presented as varied: 
poetry (Glesne, 1997), narrative stories (Gannon, 2006), dialogue, monologue, metalogue (Tamas, 
2011), and imagined performative texts (Leavy, 2013; Smith, 1993, 2003, 2006; Pelias, 1999). 
Topics of family, community, and academia, love, violence, and the oppressed; and youth within 
inner-city gang spaces are illuminated in the performances. 
 
The call to students by Norman Denzin in SOC 580 goes as such: 
 
This performance-based seminar… focus[ed] on the implications of decolonizing 
emancipatory discourses, and indigenous epistemologies for critical, interpretive inquiry… 
foreground[ed by] localized critical theory, acts of activism, critical personal narratives, 
autoethnography, and indigenous participatory theatre. Working back and forth between 
the personal, the performative and the political, quoting the political back to itself, we will 
examine how the practices of critical inquiry can be used to stage performances that enact 




relief as we disrupt the notion of "business as usual" in the current interpretive social 
science community. 1 
 
 
The unique contribution this dissertation makes is a re-envisioning of the autoethnographic 
methodology and MyStory together and their dissemination through performance as providing a 
critique of the current research practices that claim to be community-based but overlook the lived 
experiences of those community members in other ways. I build from a notion that 
autoethnography has significant involvement in relationship to MyStory (Gregory Ulmer, 1989). 
The MyStory serves as a technique/prompt developing the autoethnographic performances-
ethnodramas within the dissertation text as expansive to the field of KCH as a way of producing 
community-engaged scholarship. MyStories are essential to produce “hidden” narratives often 
omitted from “majoritarian2" stories such as those of immigrant women, women in gangs, women 
who are in between spaces of community and academia, and to engage authentic qualitative 
research on cultural identity. Autoethnographic narrative writing excavates the lived experience, 
as in my case, that of a first-generation American/Mexican-Colombian Latina (from the southside 
of Chicago/Little Village) and the people with whom I interact. My personal experience 
contextualizes this biographic project and situates the body as the site of trauma, memory, 
remembrance, and health as relevant to my field of KCH and community-engaged scholarship.  
 
The dissertation is divided into four Chapters, “Proem,” “What We Talk About When We Talk 
About Love,” “The Heart Half Broken,” and “MyStory and Performance As Community Engaged 
Scholarship In Kinesiology and Qualitative Inquiry.” 
 
Chapter One: “Proem” is an introduction of two methodologies employed throughout the 
dissertation: performance and autoethnography. While performance and autoethnography are 
important to KCH scholarship, I also argue that they can be significant transformational practices 
                                                 
1 Quote taken from Syllabus in order to provide a description of the foundational instruction that 
led to my style, method, and inquiry. 
2 Majoritarian stories are defined as dominant, often harmful narratives on or pertaining to 




within community practice and community-based settings. Issues regarding absence of narratives 
around female informed perspectives, the body site, and the possibility of performance, frame the 
Proem and concepts of relational ethics frame the performance in Chapter One.  
 
Chapter Two and Chapter Three set forth the applications of the performance pedagogies of 
autoethnography and performance as a way of knowing and representing self.  
 
Chapter Two, “What We Talk About When We Talk About Love,” a compilation of three 
performances, is inspired by the works of Raymond Carver. The first performance, “Dreamstate,” 
is the ominous account of a recurring childhood dream of a strained relationship between father 
and daughter that blurs into a real-life emotional aesthetic around suffering through family and 
childhood trauma. I locate within my biography: my history, the site of violence, how I lived 
through the violence throughout the body, and the relationship to my family, as it positions me 
with the larger narrative –biographic project. The second performance, “Love Expectations” 
centers around how we, as women, talk about love and how we base such knowledge. In the third 
performance, “Loveless, Lover, Loved” (a duo-ethnographic performance), stories of love told to 
us from people in our lives are central.  This chapter details a brief introduction into the 
performance pedagogies i.e. autoethnography, ethnodrama, and ethnotheater. Brought together, 
these performance pedagogies present a new possibility for research to authentically represent 
voice and inform broader audiences.  
 
Chapter Three “The Heart Half Broken,” is an inventive performance that blends performance 
autoethnography with fiction, imagined performative texts, documentary, and filmmaking in a 
wide range showcase –dislodging ideas of representation of subgroups, i.e., gang culture within 
autoethnographic research. Within the chapter, the performance “Pieces of my Heart” enters a 
space that presents the experience of a woman whose neighborhood friends are gang-affiliated and 
dying quickly as a result. This was a target narrative as in real-life situations, and in research, the 
voice of women is excluded from gang experience. Conquergood served as a theoretical anchor to 
create my own dialogical relationship of the community/gang subgroup, enriched by my first-hand 
female perspective. I use the work of Conquergood as my point of reference for this central chapter 




identity as a community member in Little Village, Chicago. This chapter contrasts with 
Conquergood’s ethnographic work in Albany Park, Chicago, a community with similar 
demographics and subgroups as Little Village. “Pieces of My Heart” positions me in relationship 
to Conquergood’s earlier project in Albany Park (Conquergood, 2013) and opens a space for 
possible future work in the performing and writing of short narratives and stories that seek to offer 
critical ways of understanding gangs within qualitative inquiry (QI). Conquergood’s focal 
ethnographic studies listed as Chapters in Cultural Struggles (2013) regarding gangs in Albany 
park ("Homeboys and Hoods", p. 225), community members, diversity, and Chicago’s substandard 
housing market ("Life in Big Red" p. 170) along with work with death-penalty prisoners (“Lethal 
Theater”, p. 264) show very little – if any – mention of women. Their exclusion from the text is 
problematic as it did not allow him to speak on and document the violence and pain that women 
are exposed to within vulnerable settings. This is with special importance of Latina women as 
Conquergood boldly states that " a short dark-complected Mexican woman…has three factors that 
contributed to her invisibility: race, class, and gender." He is referencing a specific Mexican 
woman (p. 203) but I do not agree this can cut across as a generalization on all Mexican women. I 
believe when the three (race, class, gender) interplay there IS a deeper challenge for those within 
oppressed groups to have a voice, but I cannot apply this broadly. The fact that within his three 
focal studies, this is Conquergood’s only direct mention of the oppression women experience goes 
without saying there is a large gap. 
   
The concluding Chapter Four: MyStory And Performance As Community Engaged Scholarship 
In Kinesiology And Qualitative Inquiry discusses the idea of the reflexive performance and 
MyStory as liberation and its application to qualitative research methodologies and community-
based work. To position performance autoethnography as community-engaged scholarship is 
crucial to this current moment of qualitative/critical inquiry –the 8th moment. This can help in 1) 
rejecting majoritarian ways of telling and experiencing stories 2) evidencing and promoting a 
grounding for stories that are often untold and 3) exemplifying autoethnography, reflexive 
performance, and MyStorytelling as unique methodology to accomplish these goals. I locate my 
study in relationship to the tentative future of autoethnographic writing and performative work 







 Autoethnography is not designed for grand theorizing (typical to traditional research). 
Connections EXIST between autoethnography, performance, and the body site of performance 
discounting the traditional nature of grand theorizing in general research as problematic to research 
practice –among other authentic tensions (issues of participation and power). Research 
exclusionary to women, women of color, and diverse subgroups does not capture authentic 
truths/stories/narratives of those groups or fully inform research. Integration of performance 
pedagogies i.e. MyStory/ autoethnography/ performance/ ethnodrama/  
ethnotheater is an important research approach for community-engaged scholarship within KCH 
and QI. Performance pedagogies can inform/build a repertoire of knowledge within KCH and 
community-engaged scholarship to be more inclusive to the voice of women and oppressed groups. 
Such research engagement can more directly improve health and promote wellness (physical and 
mental) within gang subgroups or spaces of vulnerability (poverty, incarceration, substandard 
housing, and violence against women). 
 
The “in-betweener” can serve as a bridge between community and academia and  point to 
hidden/forbidden narratives of women. My positionality as a Latina scholar/community member 
and critique, provide a counter-narrative that may highlight the voice of women and their pain 
which is human and should not go unvoiced. You cannot contest someone’s life experience, 
trauma, and pain as many researchers and society in general, historically have done to oppressed 
groups and women (women of color with special importance). Today and in the past, this silencing 
of women’s narratives is so embedded in our patriarchal culture where Women’s movements like 
#MeToo have just recently become popularized (c. 2017). Spaces for oppressed women to share 
their truth are minimal and rare. It has always been taboo for oppressed women to share their truth 
and sometimes problematic in spaces of academia, popular culture, and within majoritarian 
narratives. Some women who share their stories are contested and questioned, yet still brave 
enough to share their truth. I strongly advocate for the composition of a MyStory as truth and the 
dissemination in all spaces as a basic human right (and in my case an academic woman’s right) to 
share her story and have it be of significant value in QI and overall research, without being 




can possibly function to expose relationships to cultural norms, values, and societal standards and 
their connections to potentially inform community health research. Engaging the power of human 
activity and knowledge can help shape the world in positive ways (Darder, Baltodanon, & Torres, 
2004) and give meaning in the social and political world of our time that is shaped by community 
and cultural practices (Rossatto, Allen, & Pruyn, 2006).  
 
The MyStory informs the autoethnographic performance text which highlights topics of relational 
ethics, the body, family and individual trauma, and overall health. These topics which should be 
recognized as priority in KCH because of its effects on health, wellness, and an engaged research 
practice. The MyStory provides a space for healing and closure and ultimately a way to reinvent 
one's self. Through positioning several trauma-based MyStories, the writing process details 
“coming undone” —the experiencing of unintended consequences (both positive and negative) on 
health and wellness. Within the method of MyStory-autoethnography-performance-ethnodrama 
the data, —new knowledge being generated comes directly from the source. However as with most 
performative acts, (art, film, plays, poetry, and performance text) the interpretation/analysis is 
placed on the audience/viewer. The point is for you, the reader, to bear witness to someone else’s 
truth (in this case ethnically diverse, women of color) and lived experience which by de-facto is 
new knowledge and important for overall community health of women and population health, as a 
whole.  
 
I have lived at the epicenter of the ethnic enclave, Little Village and note that it is difficult for 
community members take ownership of their health narrative as a result of power loss and 
dehumanization that exists because of their immigrant/ undocumented status. Hegemony has 
already begun to become etched in our history as majoritarian narratives. An opportunity is to 
rewrite past fractured narratives and make space for the popular opinions from immigrants and 
myself, the daughter of immigrants. I intended that this dissertation serve as an example of the 
power and nuance of autoethnographic writing and performance for which I have made a call to 
be included in the ways that the fields of KCH create and disseminate NEW knowledge within 
community-engaged scholarship and in this current moment of QI. I want my dissertation to be a 
legacy of myself—that as readers in kinesiology, community health, and other studies follow how 




biography into their respective communities. This can be key for community-engaged research 
and participation. Overall, as emphasized above, I intend for these varied and experimental works 












CHAPTER ONE: PROEM 
 
This “Proem,” or beginning, is comprised of two sections: the first part introduces the main 
methods and underpinnings of the overall dissertation; the second part is a co-authored 
ethnodrama that seeks to illuminate some of the major foci of the dissertation such as 
autoethnography, performance-based representation, and relational ethics.  
To foreground potential engaged scholarship for community-based practice, this 
dissertation will use various approaches to illustrate techniques and strategies of 
autoethnography, ethnodrama, and critical performance pedagogies, as well as introduce these 
practices as stories that reach into community engaged scholarship. Each chapter is comprised of 
a performance and its respective, (brief) introduction (found at the begin of each performance) 
that exemplify the complex politics of our times; and the difficulties of these standpoints 
presenting an increased urgency of liberation of women’s voices and the oppressed and inclusive 
research strategies (MyStory/performance autoethnography/ethnodrama) that can be applied in 
practice and community settings.  
 
At its most fundamental level this dissertation assists KCH and QI in the following: 
- One: Informs the reader of the connections between performance pedagogies of 
autoethnography, performance, and the body site of performance noting that traditional 
grand theorizing in research and research exclusionary to women, women of color, and 
diverse subgroups does not capture authentic truths/stories/narratives of those groups or 
fully inform research.  
- Two: Presents six ethnodramas as representational of different topics within the lived 
experience. In four of the six co-performances students from the course SOC 580 (2016 
cohort) incite creative research outputs of autoethnographic performance text by advancing 
their personal narrative through a MyStory writing technique. The MyStory informs the 
autoethnographic performance text which highlights topics of relational ethics, the body, 
family and individual trauma, and overall health; topics which should be recognized as 
priority in KCH because of its effects on health, wellness, and an engaged research practice. 
As these MyStories/autoethnographies are performed much the onus of interpretation is 




work, style, prose, and technique of several dominant theorists: Denzin, Carver, 
Conquergood, and Ulmer. Within the excavation of the personal narrative, the author 
positioning several trauma-based MyStories and details the writing process describing it as 
one of “coming undone,” experiencing unintended consequences (both positive and 
negative) on health and wellness. As one at times has to go back to move forward, doing 
so, the MyStory provides a space for healing and closer and ultimately a way to reinvent 
one/herself.  
-Three: Emphasizes the integration of performance pedagogy i.e. MyStory/ 
autoethnography/performance/ethnodrama/ethnotheater as an important research approach 
for community-engaged scholarship within KCH and QI. Connections to community 
spaces, positionality of youth from underrepresented spaces, and the interrogation of “in-
betweener” identity are explored.  
 
 
The dissertation text gives mention to the concept of “in-betweener” as a bridge between 
community and academia, points to hidden/forbidden narratives as problematic to research 
practice and the field—among other authentic tensions (issues of participation and power) in 
research; and the importance of community-based scholarship as inclusive to the voice of women 
and oppressed groups –which rarely situate autoethnography/MyStory/performance as sourced 
knowledge of self –inclusive to research. Ultimately these varied and experimental works serve 
as examples that may be included in the theoretical and methodological repertoire of KCH. 
These are overarching views of what informs this dissertation project and the field, however, 
specific aims are found below in the Purpose section of the “Proem.”  
My work positions KCH together as it assists my research contributions in studies of 
embodiment (Krieger, 2004), critiques of myths about community, class, race; work on 
masculinity and violence; and body culture/performance (Cisneros Puebla et al., 2016; Spencer 
et al., 2016), kinesiology (McLoughlin et al., 2017) as important to overall community health 
and perceptions (Hebert-Beirne et al., 2018; Hebert-Beirne et al., 2017; Hebert-Beirne et al., 
2016; Hernandez et al., 2017). I have developed insights based on my experiences both as 
community member and scholar in the Little Village Participatory Community Health 




Urbana-Champaign (UIUC) in the course SOC 580. Community members and community-
oriented research groups such as that of LVCHA and academia together can bring their unique 
perspectives as a way to redefine a new discussion around community issues and research 
(Hebert-Beirne et al., 2018; Hebert-Beirne et al., 2017; Hebert-Beirne et al., 2016; Hernandez et 
al., 2017). My personal encounters are within my combined disciplines of cultural studies/social 
science and KCH, as I am a student and researcher of multi-disciplines. I see an advancement of 
performance autoethnography to produce community-engaged scholarship within the field of 




1.1 Problem Statement 
 
Within the 20th century urban sociology has shifted a focus on to studies of the 
indigenous other and racial minorities living in the urban ghetto (Denzin, 2010). There is a 
distancing between researcher and human subject/participant that creates a silencing, making 
clear power imbalances. Historically, funding rates are less for women than men making 
research less accessible to women and people of color. There is a significant difference in 
applicants versus awardees of people of color and their white counter parts (5% versus 84%) 
(Alberts, Kirschner, Tilghman, & Varmus, 2014; See also Lauer, 2017). The majority of 
investigators being predominantly Caucasian and pertaining to a different (often more affluent) 
social group creates institutional “othering” in which “neglect and distortion appear in the study 
of women, subgroups, and ‘the oppressed’” (Riger, 1992, p. 22). This suggests these groups are 
underrepresented and could be disproportionately affected. Valuable points of inquiry and the 
insights on how to position community-engaged research are rarely based from community 
perspectives which are embedded in cultural aspects of the lived experience. So again, these 
features that are deemed important by the individual (or community level based from the group 
of need) may not be interpreted the same way by dominant groups that maintain power, that do 
not live in the same communities that the people they study live in. Given this, it is vital to have 





 Traditional research often fails to fully acknowledge and support the intellectual promise, 
impact, relevance, and potential of individual’s informing the academic study of sport, 
kinesiology, and body culture studies (Silk et al., 2014) from a cultural viewpoint A lot of time 
research is looking at deficits- what is not there. This can deplete perceptions around identity and 
health and the even connectedness of the community (Hyland & Bennett, 2005). 
Autoethnography creates a bridge for understanding how we can intervene through our own lives 
to have this method approach the research discipline in an inclusive way for the participant. It 
seeks to understand how power and ideology operate through and across systems of discourse, 
cultural commodities, and cultural texts. It asks how words, and texts and their meanings play a 
pivotal part in the cultures “decisive performances of race, class [and] gender” (Downing, 1987, 
p. 80). We no longer just write culture. We perform culture. (Denzin, 2010). For example, in 
CISS area of Kinesiology, as well as in social science, sophisticated critical work exists on body 
culture, gender, sub-groups, racialization, intersectionality, gangs, women, power/hegemony,  
autoethnography, etc. UIUC KCH has done a lot in this genre, but other departments across the 
world have not. And that still the only main venues for the most part in autoethnography are in 
Denzin’s journals or the International Congress of Qualitative Inquiry (ICQI). 
I acknowledge that my dissertation may call to mind issues that have to do with 
reductionist research practices that may also include ethical and institutional review boards, but 
here I only point at a culture of institutionalized research versus the influence or responsibility of 
institutional boards have on protections of human subjects. As in some cases “research has been 
conducted in ways that systematically exclude some people from having influence and power 
over the research process” (Israel, Schulz, Parker, Becker, Allen III & Guzman, 2003, p. 54; see 
also Fals-Borda & Radman, 1991; Gaventa, 1993; Hall, B.L., 1992; Hall, B.J., 1992; Hatch et al., 
1993; Schulz, Israel, Selig, Bayer, & Griffin, 1997; Israel, Schulz, Parker, Becker, 1998; 
Maguire, 1996, 1987; Wallerstein, 1999). There is power in positioning community members’ 
individual truths as valuable to scholarship. It enacts voice and shifts power positions in 
academic spaces and engages discourse for community practice which not only “provide insights 
into the lives of a particular group but also offer ways to improve the lives of group members” 
(Adams, 2017 p. 65). 
Denzin asserts that “there is no one way to do interpretive, qualitative inquiry. We are all 




charged and challenging future” (Denzin, 2010 p. 15). As praxis, performance autoethnography 
can be the way we rewrite our stories, reshape our bodies, and claim how we choose to represent 
ourselves in research –depictions based on space, class, and culture. This situates the body to 
issues of embodiment within health, giving voice to the lived experience and trauma interpreted 
through hidden narratives.  
 
Silencing narratives further oppress and misrepresent cultural identity (Smith, 1999) by 
excluding certain observable “features are deemed important as social meanings but re-classified 
and re-interpreted over time and across space to maintain the power of the dominant group” 
(Hicken, Kravitz-Wirtz, Durkee, & Jackson, 2017, p. 12). Denzin calls out this imbalance as it is 
very common that the researcher has strong authority over the “data.” 
 
We do not “own” the field notes we make about those we study. We do not have an 
undisputed warrant to study anyone or anything. Subjects now challenge how they have 
been written about (Denzin, 2017 p. 10). 
 
 
The way to give voice is to have the individuals presented in research speak for themselves and 
build discussions and inquire. Qualitative research can be best used for social justice purposes, 
which considers research accessibility for public education, policy making, and community 
transformation (Denzin, 2010) This can be done by ethically sensitive agendas (Bloom & Sawin, 
2009, p. 338, 340-342, 344; see also Denzin, 2017, p. 9) through a collective model for change.  
 
It places the voices of the oppressed at the center of inquiry; 2. It uses inquiry to reveal 
sites for change and activism; 3. It uses inquiry and activism to help people; 4. It affects 
social policy by getting critiques heard and acted on by policy makers; 5. It affects changes 







There is an urgency to unsettle traditional concepts of what counts as valid research, as proper 
evidence, as legitimate inquiry. Denzin (2017 p. 8) present the following questions:  
 
How can such work become part of the public conversation? Who can speak for whom? 
How are voices to be represented? Can we forge new models of performance, 
representation, intervention, and praxis? Can we rethink what we mean by ethical inquiry? 
Can we train a new generation of engaged scholars and community leaders? What counts 







The unique contribution this dissertation sets forth is a re-envisioning of 
autoethnographic performance methodology and dissemination of community-based 
participatory research3, 4CBPR –moving towards the current –8th moment of QI. This 
dissertation seeks to discover new applications of the methodology and dissemination of 
community-engaged scholarship that gives voice through autoethnography and performance and 
addresses populations who have been historically oppressed and many times silenced. Within the 
performances are also topics of the “in-betweener” viewpoint, silencing of trauma, insider-
outsider academic vs. not perspective, and the truth gathering of excavating your story 
                                                 
3 CBPR is defined “as a collaborative approach to research, [CBPR] equitably involves all 
partners in the research process and recognizes the unique strengths that each brings. CBPR 
begins with a research topic of importance to the community with the aim of combining 
knowledge and action for social change to improve community health and eliminate health 
disparities” (Minkler & Wallerstein, 2003, p. 4). “CBPR proposes a set of principles based on 
assumptions that: a) genuine partnership means co-learning (academic and community partners 
learning from each other), b) research efforts include capacity building (in addition to conducting 
the research, there is a commitment to training community members in research), c) findings and 
knowledge” (Wallerstein & Duran, 2006). 
4 Community engaged research, communty engaged practice, community engaged scholarship, 
community based participatory action, community based research practice, and community based 




(MyStory). Specifically, the aim of this dissertation is to incorporate autoethnographic 
performance into a popular narrative with cultural viewpoints of the lived experience as praxis 
for community health. Few people have blended this “in-betweener” space of intersubjectivity, 
reflexivity, and intersectionality, for knowledge generation amid academic and community-
engaged settings. “Betweener,” a term inspired from Claudio Moreira and Marcelo Diversi’s 
book Betweener Talk: Decolonizing Knowledge Production, Pedagogy, and Praxis (Moreira & 
Diversi, 2009), suggests that an individual is in-between spaces of identity, here described as 
community and academy. To further contribute to knowledge, in this dissertation I write about 
my life as a Latina scholar and longtime resident of Little Village5, an ethnic enclave in Chicago, 
Illinois, USA. I both enter/interact with scholarship/the academic world with my insider 
perspective of what community members like me need to maintain adequate health and wellness. 
Representation through stories and authentic voice and cultural insights as learning are important 
to advance health of underserved, diverse groups such as Latino population. With a pulse on the 
needs and concerns, I give voice from my own community perspective in ways that other 
investigators who objectively study health in Little Village do not. I intend for this dissertation to 
extend these (autoethnographic, qualitative, performative) methodologies to cultural and 
performance pedagogies and CBPR.  
Within Latino health especially with a focus on perspectives with Latinas, we are forced 
to examine the common conditions informed by our collective experience as women.  Anzaldua 
foregrounds the place she speaks from as an identity of both “outside” and “inside” –the body in 
both inner and outer communities (Anzaldua, 2015). This “in-betweener” space (e.g., Diversi & 
Moreira, 2009) can also portray immigrant health as related to the Latino struggle including 
border narratives, displacement, community disenfranchisement and the trauma that 
accompanies such. I take the stance that the research should be by us and for us, where the “us” 
is the blended researcher—the “in-betweener”—the autoethnographer. This continued emphasis 
                                                 
5 Because I am employing autoethnography (this method is not one for creating generalizations) 
and for privacy reasons, I will not give any further detail/demographic information on Little 
Village than what is currently listed in the text. For more information See papers by Hebert-
Beirne et al., 2018; Hebert-Beirne et al., 2017; Hebert-Beirne, Felner, Castañeda, & Cohen, 
2016; Hernandez, Genkova, Castañeda, Alexander, & Hebert-Beirne, 2017 or google search 
under zip code 60623, South Lawndale, or Little Village, Chicago. You may also google “Angel 
of Little Village”and articles and television interviews in Spanish and English about my mother, 




on “in-between” spaces requires the autoethnography to bridge academy and community focus 
through relevant ways of dissemination such as performance. We can also note that the core and 
essence of these performance pedagogies are the stories. An important way to express identity is 
through stories which become a compilation of who we are.  
Sub groups especially those in gangs may have concealed stories/hidden narratives that 
make it difficult to participate in intervention if there is no to little acknowledgment of the 
consequences of concealing one’s life story that lead to anxiety and other psychological 
symptoms. However, there is a sense of ownership that exists with a MyStory. In providing 
space for hidden/forbidden6 stories, this work positions MyStories as unique for research not 
traditionally inclusive to underrepresented voices and community engaged research as a whole. 
The hope is through the MyStory groups who don’t carry a strong voice can have a space to 
share about their experience. The diverse is experience is important to promote wellbeing and 
healing in similar demographics.  
 
I argue that legitimizing human and personal features of the lived experience is a way to provide 
counter narratives on the culture and politics of dealing with certain adversities i.e. illness, 
alcoholism, violence, and injury, as found in the residual effects of trauma in the body –a site of 
“doing and an undoing” (Harris, 2017, p. 26). In doing so, I place violence, social justice, class 
and race inequities at the center of my chapters that, in part, are created as 
performance/autoethnography. Tami Spry (2001), Dwight Conquergood (1984, 1985a, 1985b, 
1986a, 1986b, 1991, 1992, 2002, 2013) D. Soyini Madison (1994, 2005, 2010, 2012) Madison & 
Hamera (2006), Ruth Behar (1993,1995, 2013), Michael Silk (2011, 2012, 2014), Gregory 
Ulmer (1989, 1994), and Norman Denzin’s (1989, 2001, 2003a, 2010, 2014) position performing 
autoethnography as the praxis of reintegrating body and mind into scholarship; and J.L 
Jones’(1997) example of performance as critique through autographical narrative are 
foundational epistemology.  
 
Critical scholars are committed to showing how the practices of critical, interpretive 
qualitative research can help change the world in positive ways. They are committed to 
                                                 
6 More discussion on forbidden naratives as defined by Sparkes, 2000., Charmaz & Mitchell, 




creating new ways of making the practices of critical qualitative inquiry central to the 




1.3 Perspectives   
 
Cultural identity7, praxis8, active bodies, 9and womanist perspectives10, 11 are aligned 
throughout this dissertation and represent an opening discourse of women’s narratives in 
community. Further representation continues with an agenda to share women’s experiences as 
informed by the self in performance autoethnography. There is also an absence of narratives 
around female perspective in the context of urban gangs. In order to name specific health issues 
faced by young women in gangs, the voices of these women can serve as scholarship. These 
stories are normally silenced, and it is crucial that once brought to light, the nuance of women’s 
experience is considered to address these health needs. Women’s truths in the various subject 
matter highlight these unrealized complexities. This is an authentic way to preserve and reveal a 
woman’s truth. This may affect many women who would otherwise have remained voiceless 
without the tools and methods to interrogate and utilize a performative vehicle for dissemination.  
Politically there is a current stark moment (during the writing of this dissertation [2014-
2019]) that directly disempowers views of the immigrant person and the immigrant body, 
                                                 
7 View of insider identity or the feeling of belonging to a group. 
8 The intersection of action, learning, and practice towards the 8th moment of QI. There is a shift 
I call this the 8th moment, the digital age in the performative era- emphasize, community 
perspectives for engaged activism and liberation.  
9 Active bodies is conceptualized within QI, KCH, and more specifically in critical kinesiology 
(See Denzin, 2012).  
10 Essentially the voice of women amongst a series of social movements around women’s rights 
specifically Women’s March (in 2017) started in protest of the Trump election, TimesUp (started 
in 2018) by the Hollywood industry against sexual harassment of women, and #MeToo (2017) 
became a reactionary response in solidarity of survivors and a collective voice of women against 
injustice. These campaigns have been amplified on social media as an attempt to highlight the 
wide spread sexual assault and harassment. These campaigns give voice to injustices that have 
become normalized as only an experience of women.  
11 Woman's voice and sharing a collective view on equality for women and ownership of their 
stories. I use the term ‘womanist’ to better reflect experiences of women of color, as opposed to 
‘feminist,’ which is rooted in White women’s culture. For further discussion on womanist 




especially in my predominately Mexican community. What I come to clearly understand is that 
this deficit orientation depletes health and family/community connectedness. Within an 
immigrant culture/immigrant bodies there is an overemphasis on work –a work that is often 
underpaid and without mechanisms for protection. I argue that Latina voice, narrative, and 
stories are key to learning about diverse populations, as seen through the work and style of D. 
Soyini Madison, The Woman That I Am (1994); Ruth Behar, Women Writing Culture (co-
authored with Gordon) (1995), Behar, Translated Woman (1993), and Gloria Anzaldua’s Light in 
the Dark/Luz en Lo Oscuro (2015) which position depictions of growth, dignity, and strength in 
oppressed groups through their writing.  
In an effort to represent these narratives I go back to Denzin’s advice, “show don’t tell.” 
My scholarship applies this writing style in a performative way in which I am focused on sharing 
stories of injustice, pain and loss, inequity and struggle by doing this, it is true and valid 
contributed knowledge in and of itself. A narrative can collectively illustrate the complex 
intersubjective context of health and Latino health. I have found that giving voice to one’s needs 
and expressing rather than repressing them can aid in the healing process as a starting point to 
transforming identity and promote health.  
 
Performance pedagogies of autoethnographic performance and ethnodrama create a space for the 
counter narratives of Latina community members as these stories highlight the diverse and 
complex scope of being female and brown. 
 
This is performance-centered pedagogy that uses performance, ethnodrama, and social 
theater as methods of investigation, as a way of doing autoethnography, and as methods of 
understanding (Denzin, 2014, 2017). MyStory, performance, ethnodrama, and reality 
theater are ways of making visible the oppressive structures of the culture—racism, 
homophobia, sexism (Saldana, 2005, 2011). The performance of these autoethnographic 
dramas becomes a tool for documenting oppression, a method for understanding the 
meanings of the oppression, and a way of enacting a politics of possibility. (Denzin, 2017). 
 
 
There is strength understood from the lived experience, the body, stories of overcoming 




—the source. An investigator cannot determine whether a person’s/research participant’s 
adversity can bring about resiliency. It is from a personal first-hand perspective from the 
storyteller which in my case presented a unique opportunity because not only am I trained to 
conduct the research I shared my life story as part of the research as well making myself the 
research subject. This insider knowledge attempts at presenting community narratives into 
popular discourse. These stories however gritty or raw provide real context into the dynamic 
nature of lived experience of people of color. Anzaldua (2015) reminds us of the importance in 
reimagining the diversity of our oppression pointing to the particular struggle of identity within 
an immigrant context. Stories shared in academic and community spaces often do not include 
agency, cultural production, and active participation of oppressed and vulnerable populations 
because of a deep history of problems with research in populations of color. The inclusivity of 
these narratives contributes to the inauthentic, health narratives in community and academic 




1.4 Autoethnographic Influence  
 
A researcher uses tenets of autobiography and ethnography to produce and write 
autoethnography. Autoethnography, 12,13influential to this dissertation is ethnography (fieldwork, 
study, and the dissemination of first-hand research in a particular place, time, and 
community/group of people) centered on the first-hand perspective of the author/self. Ellis 
(2004), Holman Jones (2005) and Ellis, Adams, & Bochner (2017) further dissect the term by 
detailing the origin of the word autoethnography as both a product and a process. 
“Autoethnography is an approach to research and writing that seeks to describe and 
                                                 
12 Within this dissertation, autoethnography and MyStory are used as one in the same. I argue 
that autoethography is a widely published (above), where as MyStory (Ulmer, 1994) can be seen 
as a technique to elicit autoethographic and performance based writing, scholarship, and practice 
which can be a guideline for community-engaged scholarship and KCH for improved 
represenatational ethics in research (See Chapter Four). 
13 Note for Chapter Three: Conquergood’s perfomance pedogagy is related to his ethnographic 
work and studies, I posit myself in comparsion however I consistly use autoethgraphy but argue 
from this definition (listed above) that the terms/ideals/and position can be compared within 




systematically analyze (graphy) personal experience (auto) in order to understand cultural 
experience (ethno) (Ellis, 2004, p. 10). 
 
 
Take note of some of the leading ideas about autoethnography as described by those who 
pioneered autoethnographic theory and method and continue to write widely on the topic: 
 
Spry (2001 p. 710) uses Crawford (1996), Denzin (1997), Ellis & Bochner (1996), Ellis & 
Flaherty (1992), Goodall (1991a, 1991b, 1998), Neuman (1996), Reed-Danahay (1997), 
and Secklin (1997 p. 2-3) describe the objective nature of the method as one where 
autoethnographic writing resists grand theorizing which can often decontextualize the 
subject and seek to highlight only one singular truth.  
 
 
Autoethnography eliminates the common façade that research should only be objective. In this 
way, the method humbles the researcher and adds a unique nuanced contribution to outcomes. 
The “truth” is evolving with the “research subject” or in this case, the autoethnographer. It can 
evolve into autoethnographer involved engagement and learning. This creates a research process 
which assists in understanding cultural practices, lived experience, behavior, needs, and health of 
individual community members. The work of autoethnography finds range in its subjectivity, 
building a perspective different from one of the traditional research investigation approach. Ellis, 
Adams, & Bochner (2010 p. 273) describe that “this approach challenges canonical ways of 
doing research and representing others.” As such, the autoethnographer provides contextual 
knowledge that is more than a mere data point. Ellis, Adams, and Bochner (2010, p. 276-277) 
informed by Ellis and Ellingson (2000), Couser (1997), Goodall (2001), Maso (2011) vividly 
characterize autoethnography as: “evocative, engage readers, and use conventions of storytelling 
such as character, scene, and plot development—by finding and filing a ‘gap’ in existing, related 
storylines.” This centers the individual perspective of those engaged in the research process and 
focuses on their stories and experience. 
The practice of creating autoethnography reveals fractures of the lived experience leading 
to efficacy and the healing process. Spry (2010) evokes  Gramsci’s (1971) notion of the organic 




Spry (2001 p. 710) furthers this via Reed-Danahay (1997), Behar & Gordon (1995), Clifford 
(1988), Clifford & Marcus (1986), Conquergood (1985, 1991, 1998), Geertz (1973, 1988) 
Marcus & Fischer (1986), Myerhoff (1979, 1982), Trihn (1989, 1991), Turner & Turner (1982), 
Turner (1987), and Denzin (1992, p. 20) asserting that:  
 
Autoethnography can be defined as a self-narrative that critiques the situatedness of self 
with others in social contexts. Autoethnography is both a method and a text of diverse 
interdisciplinary praxes. Its roots trace the postmodern ‘crisis of representation’ in 
anthropological writing where autoethnography is a radical reaction into realist agendas in 
ethnography and sociology ‘which privilege’ the researcher over subject, method over 




Ellis, Adams, & Bochner (2010 p. 276) add to the nature of the qualities mentioned above and 
introduce autoethnography as important to bridging the gap between people in the culture and the 
people studying the culture. The person who is the researcher is also serving as the person 
researched. This can serve an important cultural contribution through making apparent 
“relational practices, common values and beliefs, and shared experiences for the purpose of 
helping insiders (cultural members) and outsiders (cultural strangers) better understand the 
culture.” 
The “subjects” from a firsthand perspective, the autoethnographer, inform of any 
epiphanies that can happen at the research level connecting elements of the person’s life and 
cultural identity which have had significant impact on the lived experience (Bochner & Ellis, 
1992; Couser, 1997; Denzin, 1989; see also Ellis, Adams, & Bochner, 2011 p. 275) and arguably 
on health.  Within this, the autoethnographer, is forced to examine a crisis and attend to that 
experience (Zaner, 2004) which can lead to awareness and then to healing, where life after may 






1.5 Performance Autoethnography/Ethnodrama 
 
Autoethnography has been described in the previous section. Autoethnography is also 
associated with performance autoethnography, ethnodrama14 and ethnotheater15 (these terms are 
used interchangeably in this dissertation as performance pedagogy).16Autoethnography and 
ethnodrama-theatre are important forms of critical performance pedagogy, which I argue can be 
a robust theory-method in KCH. Saldaña references Denzin, who introduces the idea of 
combining and situating our narrative/project in history through performance, situating the 
contemporary and contemplative work of the ethnodrama which maintains “close allegiance to 
the lived experiences of real people while presenting through an artist medium - ‘creative 
nonfiction,’” (Saldaña, 2005). At its core, ethnotheater is a manifesto that questions and 
confronts visible social occurrences through mediums of interpretation that are artistic in nature. 
Autoethnography and ethnodramas touch on moral and political discourse (Denzin, 2004).  
Features of verisimilitude and universality are present throughout ethnodramas wherein 
monologue and dialogue are reality (Saldaña, 2005).  
Through the critical performance pedagogy described in the previous paragraph, 
performance autoethnography composed through the MyStory paradigm serves as the 
foundational emphasis of my dissertation. Denzin asserts that arriving to this form is based on an 
alliance from “ethnography, personal narrative, pedagogy, and performance studies. In this way 
we can perform pedagogies of resistance” (Denzin, 2003 p. 2014), thus making research more 
accessible to community spaces. Performance autoethnography can be the stage for freedom.  
                                                 
14 Ethnodrama as defined by Saldaña (2005), is a specific genre of dramatic literary writing, a 
word joining ethnography and drama is a written play script consisting of dramatized significant 
selections of narrative collected from transcripts, participation field notes participant observation 
field notes, journal entries, personal memories/experiences, and/or television broadcast, 
newspaper articles, court proceedings, and historical documents. 
15 Ethnotheatre, by Saldaña (2011), a word joining ethnography, and theatre, employs a 
traditional craft and artistic techniques of theatre or media production to mount for an audience a 
live or mediated performance event of research participants’ experiences and/or the researcher’s 
interpretations of data. 
16 Along with the MyStory the prior section on autoethnography and following on performance 
autoethnography are important to situate and inform the reader on methods used within the six 
performances of this dissertation, show how these two methods can be combined and why they 
are important to this dissertation project. This in part, presents a recommendation and description 




Pedagogies of resistance can be further as defined in the work of Denzin (2003, p. 229) who 
extends on Freire (1998) and elaborates with Glass (2001), Christians (2002), and Lincoln (1995) 
stating the use of performance which builds moral agency, is an act of resistance: 
 
Performance autoethnography contributes to a conception of education and democracy as 
pedagogies of freedom. As praxis, performance ethnography is a way of acting on the 
world in order to change it. Dialogic performances, enacting a performance centered 
ethic, provide material for critical reflection on racial demographic, educational practices. 
In so doing, performance ethnography enacts a theory of selfhood and being –an ethical, 
relational, and moral theory. The purpose of the particular type of relationality we call 
research ought to be enhancing… moral agency, moral discernment, critical 
consciousness, and a radical politics of resistance. Performance texts provide the grounds 
for liberation practice by opening up concrete situations that are being transformed 




Performances situated in contemporary community issues are authentic research engagement 
crafted from personal narrative and with respect to this dissertation MyStory/autoethnography. 
Personal narratives such as violence, suffering, love, family, resilience, and pain and trauma, 
consequently dictate an individual’s health landscape. The purpose of the performance texts in 
this project is guided by the idea that telling the story of one’s life is for others to hear, but also, 
while listening in on others’ stories, we listen for ourselves (Frank, 1995; see also Plummer, 
2012). We begin to understand our stories and lives in the narratives of others for universality.  
Performance can also serve as a tool for communication engagement and dissemination.  
Augusto Boal developed a tool of performance through employing an experimental theater 
approach. Here, the performer/s or “cast” will pause to let the “audience” participate in the 
ongoing action on stage. This demonstrates that changes exist once co-performed and re-enacted 
through the stage performance (Darder, Baltodanon, & Torres, 2003) using active bodies and 




Performance became a way to level the field as Denzin and Lincoln (2003) remind us: 
performance as art form is an examination of “crises and moments of epiphany in culture. 
Suspended in time, they are liminal moments. They open up institutions and their practices for 
critical inspection and evaluation” (p. 119). To align this approach with praxis, performance 
pedagogies will be used to understand narratives and individual perspectives of community 
members’ lived experiences and position such lived experiences as valuable to community 
health. Performance of these autoethnographies/MyStories ensures dissemination and 
community-engagement –all elements of community-based participatory research, (CBPR) –as 
part of the reciprocal learning process. Performance autoethnography is the discursive lens 
through which the community’s stories are revealed and performance autoethnography creates 
mutually beneficial research discourse.  
Performance is lived and embodied; it is layered and multidimensional. The interpretation 
is left to the audience as it is with any film, theater performance, or experience where you are 
forced to face the protagonist’s real life/truth. The interpretation is in the moment, in the setting 
as it is co-experienced. This performance in Chapter One as well as the other five in the 
dissertation are open for audience member interpretation. The performer and autoethnographer 
cannot tell you how to experience a performance as it blends multiple singularities and universal 
truths that can be interpreted differently by audience member who is co-experiencing this. This 
requires active participation to understand the performance and dissect outputs for research and 
intervention. As such, performance autoethnography is useful in the field of KCH for it allows 
the features of research to be performed in the real world while providing deep understandings of 




1.6 The Body as the Site of Performance  
 
In autoethnographic performance writing, the body spans outside of just an academic 
project, a practical project, or a personal project (DeGuzman, 2002). Instead, writing creates an 
opportunity to reclaim the body and surrounding discussion for political action through 
community-based efforts/praxis. The body is the site of the performance, and its reenactment can 
evoke the emotive to produce scholarship and advances in healing community contexts. 




performer and his or her body within the context of health. There are ways to address the area 
health holistically which provide for optimal quality of life. Adding an understanding of culture 
and sociology of health is also applicable within the discipline of KCH. For example, Elizabeth 
Ettorre (2010) in Culture, Bodies, and the Sociology of Health describes the body as a site, “a 
central element of the construction of the social and the focus of the private sphere… the body… 
[being] the template upon which cultural identities are fashioned and through which public 
emotions and social problems are played out” (p. 1).  
Throughout this dissertation, the body is identified as the site where the experience of 
trauma and healing take stage through stories of the self and the other. The research in this 
project is not merely “objective” or outside the research frame, as shifting positions involve a 
“participatory” and “embodied” method including, a co-investigative research process where 
researchers are also the researched and reveal new knowledge from this embodied approach 
(Ahmed, 2004). The body becomes the baseline for embodied dialogues, storytelling, and 
politicizing of those bodies –specifically immigrant and marginalized bodies. We live our lives 
through stories and narratives with multiple meanings and inter-subjectivity –our human form is 
constructed through the narratives of others and makes us human (Plummer, 2012).  
With telling narratives of Latinos and underrepresented populations which are often 
hidden in research, academia can provide a healing space for amplification of storytelling and 
present a platform to disseminate diverse stories to potentially “enhance a deeper respect and 
understanding for our common humanities” (Plummer, 2012 p. 90). Through methodological 
advances, diverse voices can provide appropriate approaches. As such, the researchers must 
consider power positionality and how the materiality of their fieldwork evoked by the presence 
of their body, affects the research process. To express the embodied self, engagement in self’s 
place in space and time with “the relationship between experience and research must be 
reassessed... In this way, [auto] ethnography can represent an opportunity to bring the body in 
from ‘the field’ and thus enable researchers to more easily bring other people’s bodies into their 
texts” (Ahmed, 2004 p. 286).  
 
In the work cited above, Ahmed (2004, p. 283) presents Frank (1995, p. 27) to describe that 
within social research, a large area of work is situated on how bodies are historically disciplined, 





There is far less written about the body that ‘speaks’… The body is not mute, but it is 
inarticulate: it does not use speech, but it begets it. The speech that the body begets includes 
illness stories: the problem of hearing these stories is to hear the body speaking in them. 
People telling illness stories do not simply describe their sick bodies; their bodies give their 
stories particular shape and direction. 
 
 
My dissertation builds on the notion of critical kinesiology, of active bodies (Denzin, 2012), and 
the articulation between active bodies and spaces of violence, gender, bilingual belongings, 
globalization, and post-colonial decolonization. The body is the site for the creation of 
knowledge as it “may be conceived as one of the means of experiencing the world, of feeling, 
understanding and relating with reality in many forms” (deGuzman, 2002). We can understand 
the body by examining stories that are carried by those bodies, enacting and embodying the 
space that imposes the disenfranchised structures that bodies in the inner-city community are 
forced to experience in everyday moments. Fleshing out these sites of illness and repression is 
the job of performance which I incorporate in this dissertation. Such dramaturgy, MyStory —an 
autoethnography of self, becomes the framework to generate knowledge and embody space. 
With performance autoethnography we write and discuss, construct and deconstruct “reflecting 
on political representation, commenting on the objectification of subjectivities of bodies” 
(deGuzman, 2002). 
 I will attempt to weave specific theories and methodologies into stories-poetry-dreams-
memories-performance –of myself and others, academic and not.  These creations might possibly 
help in resisting oppression and pain, and in furthering the understanding of representation. 
Examination of the human condition moves social justice research towards advocacy, action, and 
change to create positive health impacts in neighborhood spaces. Similarly, the dissertation also 
highlights ways to support the needs of community. Writings on social struggle as related to 
violence, inhumanity, dependence, and prejudice may help heal and free: we are no longer 
victims for example, when we use memory and stories to comprehend class and race inequities 
and harms. Such re-articulation /re-visiting helps salve our pain and resist. And more. I hope that 




kinesiology, appear to live in a pivotal historical moment. I position myself as one of these 
voices and argue why it is important to employ autoethnography and performance to advance a 
focus on healing, education, and universality. 
 
Chapter One concludes with the following performance text “I Just Want To Tell MyStory: An 
Autoethnography on Relational Ethics” (see below). This co-performed play inspired by Ellis 
(2013) “Chapter 13: Writing Revision and Research Ethically” discusses responsibilities of the 
autoethnographer in sharing truth’s other than their own or hidden family narratives to situate 




1. 7 Performance: I just want to tell MyStory: An autoethnography on relational ethics17 
 
This duo autoethnographic performance text is inspired by “Chapter 13: Writing Revision and 
Research Ethically” from the book Revision by Carolyn Ellis (2013). In this four-scene 
ethnodrama (Saldaña, 2005), actors examine “Who’s story is MyStory?” and interrogate the 
relational ethics of sharing the stories of others within their own. This performance opens a space 
to discuss the ethics of representation when constructing autoethnographic texts. This is a very 
critical discourse within autoethnographic writing and within this dissertation as a large part of 
the narrative project is embedded in the stories of others, as such is research.  
 
Characters:18 Narrator: Carolyn Ellis 
           Jackie  
           Speaker One 
           Speaker Two 
           Marcelo 
                                                 
17 Four performers from the seminar, myself included, co-created the performance text to 
describe their ethical dilemma with autoethographic writing and research. Reprinted in this 
dissertation with permission (See Appendix) from three co-authors (who requested not to be 
named). 




           Speaker Three 
           Speaker Four 
           Student One 
           Student Two 
 
Staging Notes: Performers are seated around a seminar table on the third floor of Gregory 
Hall, a four-story, 125-year-old brick classroom on the campus of the University of Illinois. 
There are 25 chairs along the walls around a 40-foot-long wood table. Two large nature 
paintings on loan from the art department, hang on the north and east walls of the room. 
There is a pull-down screen at the south end of the room for projecting video. Overhead 
lights are dimmed. Sun streams in through the two north windows, it is 1:00 in the 
afternoon. The time is the present. There are [9 voices, Narrator, Jackie, Speaker One, 
Speaker Two, Marcelo, Speaker Three, and Speaker Four, Student One, Student Two] The 
first speaker reads the text to Speaker One. The second speaker reads the text for Speaker 
Two, and so forth until the end (Denzin, 2010, p. 104).  
 
Narrator: Here is MyStory: Mentoring Students About Relation Ethics in Writing About 
Intimate Others (Ellis, 2009).  
“I just want to tell my story about taking care of Mom and Dad during their last days. Why 
do I have to get consent from others to do that?” a new student, Jackie, asks, near tears. 
“My parents are dead, so they can’t respond. My siblings can tell their own stories, if they 
want. We hardly talk about what happened. They’re mad at me for taking control and I’m 
mad at them for not helping enough.” 
 
“When you write your story,” I say, “by definition, you also will be writing others’ stories, 
including those of your siblings.” 
 
“You didn’t act in isolation. One of the main tensions you experienced as your parents 
were dying was your disagreement with your sister over whether or not to consent to 




autoethnographically about our lives, by definition, we also write about intimate others 
with who we are in relationships. Do we have responsibilities toward them?” 
 
“How do I decide to whom I have responsibilities and what all they entail?” the student 
inquires. “And what if those I ask don’t like the way I’ve written the story? Does that mean 
I can’t publish it? That doesn’t seem fair. What should I do?” 
 
This vignette brings to the forefront some of the ethical issues that arise when we include 
our lives in our research and writing. Most of these issues are not acknowledged by 
institutional review boards (IRBs), which ground their guidelines on the premise that 
research is being done on strangers with whom we have no prior relationships and plan no 
future interaction. This is not the case in autoethnography–where we include others who 
already are in our lives–and usually not the case in ethnography–where we often have prior 
connections with participants or develop relationships with them in the course of our 
research. In these instances, the question of how to honor and respect our relationships with 
intimate others while being faithful to what we perceive to be the truth of our story is a 
difficult ethical issue with which researchers must grapple… 
 
The ethical decisions are difficult and the choices many. Yet, similar to the speaker in my 
opening vignette, students who write personal narrative want to know, “How do I decide? 
What should I do?” when we talk about researching and writing about intimate others (p. 
307). 
 
Narrator: If autoethnographic stories are to be an effective practice for learning and teaching about 
the intimacies of social relationships and family life and for effecting social understanding and 
change, we as researchers must act in ethical ways and tell our stories in an ethical manner… I 
have had to reconsider and re-vision again and again how I do research and writing and how I 
instruct others to do and write autoethnography (Ellis, 2009, p. 307). 
 
Speaker One: For now I have not had many experiences in writing autoethnography. But I had 




Ellis says “as autoethnographic writers, we tend to cleanse our stories. We want to be likable, 
sympathetic, and fair-minded narrators” (Ellis, 2009, p. 316). 
 
MY ETHICAL DILEMMA is how to write MyStory and that of others despite the negative 
parts. From my own view, it may be human instinct to only show positive sides to the outside 
world.  And for “the other,” I may feel sad about the negative parts of their lives and therefore 
refrain from writing about it. 
 
There is an old saying in Chinese culture: Don’t wash your dirty linen in public. Family shame 
must not be spread around. But if we don’t show the messy parts of ourselves and others, can we 
become a qualified interpretive autoethnographer?  
 
Let me share part of MyStory: 
There weren’t many people in the cafeteria beside a middle-aged couple and woman 
sitting alone. It is July, and I can find my fellow countryman almost everywhere in 
America. But not this morning, not in this cafeteria. We were the only ones. The people in 
the cafeteria were giving us “looks” What did the look tell? Are they suspicious of me? 
The husband was reading a local newspaper. Was there any news about my people? Was 
there any news about their inappropriate behavior?  
 
MyStory is about the tension and anxiety of being Chinese in America. Here, I find there are so 
many news reports about Chinese tourists and inappropriate behavior. Examining this within my 
own autoethnography I understand the idea of “not washing dirty linen in public,” comes up a 
lot. 
 
Speaker Two: I like the idea of “cleansing the autoethnographer.” We tend to show ourselves in 
a more favorable light than we often deserve and in doing so are untrue to yourself. If we cannot 
present the negative aspects of oneself then how do we propose to write about someone else, 





MY ETHICAL DILEMMA, predetermination/judgment of others without consideration of the 
person:  
 I turned to Marcelo and said, “You see that guy at the bar?” 
“Which one?” he said. 
“The one with the pink shirt, backward hat, and popped collar,” I said. 
“Yeah what about him?” he asked unassumingly. 
“He looks like a douche bag, just look at him, standing at the bar, pretending to be 
something he’s not. With daddy’s credit card at his disposal buying chicks drinks with 
money he’s not earned or worked a day in his life for” I said. 
“Oh yeah,” Marcelo exclaimed, “Have you had a conversation with him recently?” 
“No” I replied. 
“And do you know anything about him? Where he is from and what he does?” Marcelo 
continues. 
“No. I don’t have to. Look at him. It says everything I need to know, why would I waste 
my time?” I scoffed. 
“Why would he waste his time?” Marcelo rebutted, “You are ignorant…. How can you 
judge him without knowing one thing about him?  Never having a conversation with 
him?” 
 
I sat there a little shocked my friend had just called me ignorant, a little hurt and still in 
dismay, Marcelo said one thing that would change my life forever. 
“You need to travel.  Open your eyes to the world.”  
 
Narrator: Don’t forget, there is more than just “I” in a story.  When you write your story, by 
definition you also will be writing others’ stories, including those of your siblings” (Ellis, 2009, p. 
307). 
 
Speaker Three: “I just want to tell MyStory,” said the student. The teacher extends an invitation 





Speaker Four: A note on ethical issues–this can be issues that you face in your actual story. 
Also, remember Ellis, she discusses the ethics of actually writing it –getting permission from the 
people who are in the story. How would they feel if it was published? Those kinds of dilemmas. 
 
Speaker Three: Class, when we write, we also write about the intimate facets of others we are in 
relation to. What responsibility do we have towards them? 
 
Speaker Five: Good point. Ellis also addresses the ethical issue of our changing perspective, and 
the ethics of writing down a story in a particular way, given that our interpretation might change 
given time or different circumstances. So, the ethics of solidifying something in writing that is 
dynamic and changing. 
 
Speaker Four: MY ETHICAL DILEMMA is that I can’t bring myself to tell my mom or 
anyone involved about this story. I grew up not showing feelings or emotions at home. I got 
close to my friends, but with my family, I’m not close. Let me share MyStory:  
 
Amma was sitting in a chair. Kocchammachi was laying in Veliyappachan’s reclining 
chair. Amma was next to Kocchammachi. Amma was petting Kocchammachi’s head. I’ve 
never seen Amma cry before. It was like the first raindrop that hits your cheek before it 
starts pouring! Amma’s raindrop smashed into the wood panel of the chair, with 
Kocchammachi’s head slumped in Amma’s bosom. 
 
Amma: Ente ammooo… Kochamma Poyi! Odivayooooo!!!! Kocchamma Poyi! 
Amma’s raindrops were now like a gushing waterfall. Kocchammachi’s lifeless body lay 
rested on her bosom. Appapan and Rojidaddi ran across the yard to call the workers 
plowing in the field next to our house. There was a sudden smell in the room –the smell of 
death. 
 
The workers all came. They were only wearing a mundu and slippers. No shirt, they were 




and followed Appapan and Rojidaddi out into the street. Somi was crying too. I was used 
to her crying. She cried about everything!  
 
Appapan flagged down a car. It was one of those silly looking cars –it resembled a frog! 
The workers were still holding Kocchammachi! Appapan got in the car first, and 
Kocchammachi was put in after.  Rojidaddi slid in next. Kocchammachi’s body didn’t fit, 
so they had to stick her feet out of the window.  The frog car went off. Kallurammama 
who lived down the road, came to the house to comfort Amma and us. Soon the whole 
neighborhood was at our house. 
 
I had just witnessed death for the first time. I am talking of my aunt’s passing and also my first 
experience with death. The ethical dilemma I face includes telling the story from my 
perspective. I have never shared this with my family. Kocchammachi, my aunt, has passed, so I 
feel as though I don’t need her permission. Meluthammachi, grandma’s neighbor, has passed. 
Rojidaddi is in India, in a remote village, that I cannot reach directly. Somi is a sister that I hold 
a lot of resentment toward, someone who I no longer speak to. The biggest issue I have is 
revealing my Amma’s emotions and words during this difficult situation. What for her was 
probably an intense and profound/life-changing moment, I am sharing without her permission?  
 
Narrator: responds to student: Concentrate on what in your life makes you so bothered by her 
living conditions and leads you to construct her as dirty. That will take away a little of the sting if 
she ever reads your dissertation. Assume everyone in your story will read it” (Ellis, 2009, p. 312). 
 
Speaker Five: Letter Home, June 5, 2009.  
So, I was walking home from the taxi stop, down this long back road to the house where 
we lived in Amalinda. And it was getting kind of late (technically I probably should have 
been home at this point, but you know how I feel about rules) and a little bit dark. There 
weren’t really any people on the street. So, they give us all these safety trainings before 
we come, and of course, we’re all wound so tight about being safe, so I was trying to get 
home quickly. So, as I was walking, up ahead, I saw a black man coming in the opposite 




thought “I should move to the other side of the road, just in case. Just to be safe.” I went 
to the other side of the road and walked past him. Of course, nothing happened. I got 
home without any problem. But, after I passed him, I was thinking about what we had just 
talked about like my fear had made me move to the other side of the road. Fear had also 
made me think of this guy like someone who wanted to hurt me, or like someone 
dangerous—someone who shouldn’t be trusted. I immediately painted him as a danger, 
as a bad person. My initial reaction was suspicion, and for no reason at all other than 
that, he was black and a stranger.  
 
Why did I do that? Why do I think that way? Why is that my natural reaction? 
 
MY ETHICAL DILEMMA is looking back on how I’ve been socialized into orienting myself 
to the world, realizing that my worldview is problematic and that it changes (sometimes 
drastically). I wonder how I should write about certain experiences and try to enact a social 
justice agenda knowing the instability of predisposed orientations/beliefs/sentiments. 
 
Narrator: We should keep in mind the audience that will read our story. Assume everyone in 
your story will read it! 
 
Speaker One: And that is really true! I once wrote a kind of memoir on my seven-year-study 
during undergraduate and graduate period and posted the writing on a university website. 
Though I used nicknames for every character, one of my undergraduate classmates found it, read 
it, recognized all the characters and posted her corrections on some details which were 
mentioned in my writing.  
 
Narrator: In life, we often have to make choices in difficult, ambiguous, and uncertain 
circumstances. At these times, we feel the tug of obligation and responsibility.  That’s what we 
end up writing about. Autoethnographies show people in the process of figuring out what to do, 
how to live, and what their struggles mean (Ellis, 2009, p. 316). 
 





Narrator: I tell the students that they don’t own their stories. That their story is also other people’s 
stories. I tell them they don’t have an inalienable right to tell the stories of others (Ellis, 2009, p. 
315). 
 
Speaker Three: MY ETHICAL DILEMMA is interpreting others’ truth and sharing it. Having 
gained access and trust in specific communities, I am under an ethical standard to represent those 
narratives authentically and honestly but worry I will misrepresent it or miss the point entirely. 
“The experience is yours to share,” she tells her class of 2nd-grade students in the 
predominantly black public school on Chicago's Northeast side. The context of the space 
is that the neighborhood, Lincoln Park –has become gentrified. There is a school that 
stands outside of the only remaining housing project in Lincoln Park. Locally and 
throughout the city, black kids are bussed to this school, while the local students of white 
background would never attend it. 
 
Narrator: Sometimes I think we can’t let go of the trauma without writing about it, by just going 




“Ok I want to talk about stories, about Ghost, Ghouls, and Goblins,” exclaims Student 
One. “Because that is how I can describe my life through the haunted stories,” he 
continued.  
 
“Yeah let’s talk about ghost stories” Student Two interjects. 
  
“Everyone shut uppppp!!!! I want one thing from you, teacher, and from all the 
grownups.” Student One demands.  
 





“I just want to be heard. I want to be listened to!!!” shouts Student One.  
 
Narrator: But what about those who kept secrets from me, who hurt me? They ask, and I reply, 
“Write to understand how they put their worlds together, how you can be a survivor of the world 
they thrust upon you. How you can find meaning in the chaos.” (Ellis, 2009, p. 316).  
 
Sometimes I say, “I don’t know.”  
 
Speaker Three: 
“I can listen, what do you want to say,” Teacher asks.  
 
“I want to go to a school with only white kids because black people have too much 
drama,” Student One explains. 
 
“So, do you think white people don’t have drama?” Teacher asked. 
  
“I don’t think so. I don’t want to have black girl hair either, and I want to go to school 
with all white kids,” Student One explains. 
 
The student, from her world view, expressed the differences between black and white.   
“Yesterday, my mom took me to swim practice. This is the first time I was in a pool, and 
there were white people there. I started listening to a mom talking to her kid. He got in 
trouble because he got caught holding a girl's hand. I was thinking ‘that's bad? That's 
not drama.’ My mom beat up my brother yesterday for having sex with some girl in front 
of me. He always has a different girl, but we only have one bedroom in the apartment, so 
we always see everything,” Student One complains. 
 
“Oh yeah, that’s nothing, I saw my uncle get killed, shot in the head, that's drama!!!” 





“Oh well, I saw my friend get killed this summer while we were riding our bikes,” adds 
Student Three. 
 
The stories of ghost, ghouls, and goblins continued the rest of the time the restorative justice 





CHAPTER TWO: WHAT WE TALK ABOUT WHEN WE TALK ABOUT LOVE 
 
The performance text within Chapter Two plays homage to Raymond Carver’s classic 
style and prose19, specifically from his book What We Talk About When We Talk About Love 
(1981). The Chapter consists of three parts: “Dreamstate;” “Love Expectations;” and “Loveless, 
Lover, Loved.” Denzin (1994) suggests Carver’s writing style as an “act of discovery” dealing 
with moments of experience: 
 
The writer brings all of his or her powers, “intelligence and literary skill” (p. 27) to bear 
these moments to show how “things out there really are and how he [she] sees those things 
–like no one else sees them” (p. 27). This is done “through the use of clear and specific 
language; language that will bring to life the details that will light up the story for the 
reader… the language must be accurately and precisely given (Carver, 1989, p. 27; see also 
Denzin, 1994, p. 26). 
 
 
Part One, “Dreamstate,” mirrors the aesthetics and detailed style of Carver’s descriptive yet 
simple, understated form. Part Two, “Love Expectations” explores various forms of love as 
Carver (1981) portrays throughout his text in abstract ways. Poetry and personal experiences 
about relating to ourselves and others are framed to assert context and conversations of love. Part 
Three, “Loveless, Lover, Loved,” examines six stories on topics of: making the most of love, 
loving someone else selflessly, and being loved. Also included within “Loveless, Lover, Loved,” 
the Academy Award-winning film, Birdman (The Unexpected Virtue of Ignorance) (Iñárritu, & 
Giacobone, 2015) is used as a centerpiece for the screenplay which was adapted from Carver’s 
text in, What We Talk About When We Talk About Love (1981). 
While creating, editing, and performing, Part One “Dreamstate,” I re-experienced trauma 
where during revisions, my body experienced degrees of pain and illness. The process was one 
                                                 
19 The following authors discuss the style, method, form, and lineage of Raymond Carver’s 
work: Bethea (2001)., Campbell (1992)., Carver (2006)., Hallett (1999)., Halpert (1995)., Nesset 





of “coming undone” (Pearce, 2010; & Butler, 2004) where autoethnographic writing requires 
paying attention to feelings based in emotional recall (Ellis, 1999, 2004; see also Pearce, 2010) 
from the personal life and narrative. These constructions portray oneself/sense of self in a certain 
light as “displays” and “doings” of identity (Riessman, 1990, 1993; see also Pearce, 2010).  
Writing about the many intimate parts of my life and that of my family created a growing 
vulnerability. Dealing with the unresolved emotional weight of past experiences made the 
writing process chaotic. Naturally, a feeling of withdrawal ensued, where, I, as the writer had to 
detach from the character to compose the painful, messy, emotive text. Pearce (2010) describes a 
similar turmoil and highlights how autoethnographic writing created an experience of chaos and 
withdrawal. While writing Chapter Two and Three, many friends and family had concerns 
around the narrative project, this dissertation, believing I was rehashing too much pain from the 
past. My mom would say “it’s already past.” But to me it was so real, present, and visceral; 
urgent and pressing. 
 
Writers want to carry news from their world to ours’ (p. 24). The writer invests experience 
with meaning, showing how everything has suddenly become clear. What was unclear 
before, has “just become clear” (p. 23). Such understanding emerges in moments of sudden 
awakening. The writer brings this sense of discovery and awakening to the reader (Carver, 
1989, p. 23-24; see also Denzin, 1994, p. 26). 
 
 
 “Dreamstate” is centered around my voice at pivotal moments across different ages. I 
began to embody the girl from that time, unconsciously, to “get back into character” as to 
recreate an authentic feeling of the past. Naturally, I became hardened, detached, and cold. I was 
in survival mode again —experiencing post-traumatic stress and difficulty managing emotions 
from the past. I believed I had healed from the anguish marked by a father’s neglect but the 
writing rehashed childhood wounds. At the peak chaos of writing “Dreamstate,” my father fell 
into a coma; feelings of grief and guilt followed. The experiences I shared in the performance 
centered on my childhood memory/perspective that could present my father in a negative light. 
There was this sense that I wanted to protect his image, but then felt conflicted because the 




and feelings of shame that if not express would consequently become a hidden narrative—one 
easier to omit than to share. Through writing, I found a space to reframe and process. 
Transformatively, performance helped me find strength in MyStory and write through the pain of 
it.  
 In writing, I fully submerged myself to the past and uncomfortably sat present in the pain 
of it. Pearce references Butler and writes of “grief as something that continually makes an 
individual ‘come undone.’ It cannot be ‘charted’ or ‘planned’ in advance, but it involves feelings 
often outside of the individual’s control or awareness” (Pearce, 2010, p. 9; see also Butler, 2004).   
The real stories are nuanced and complicated so there is a politics around the re-exposure to the 
content. When the writer revisits trauma from the method there exists a politics of “coming 
undone.” The writer must be in a privileged position to be able to access psychological support 
to “come undone,” in a safe manner. What I wrote about my father’s illness or gangs, had been 
put it away (for survival purposes). When opened again, I had symptoms that were dependent on 
how far  I was willing to go into the topic, where I was sharing this story, and to who; and also 
dependent on who or where was my safety net/support group? There is a privileged group whose 
life stories do not resurrect trauma and they may be completely ok to write the 
MyStory/autoethnography without having psychological symptoms of needed therapeutic 
support as I did. There should be ethical standards placed, where is you do this type of research 
there should at least be access to treatment, resources, or support communities.  
 When writing there is a haunting form the past. Sandra Cisneros shares her recounting 
experience of those from before left her with a sense of haunting. The retelling emerged such 
nostalgia about conflicts directly related to her upbringing, including divided cultural loyalties, 
feelings of alienation, and degradation associated with poverty.  
 
If I were asked what it is I write about, I would have to say I write about those ghosts inside 
that haunt me that will not let me sleep, of that which even memory does not like to 
mention. … Perhaps later there will be a time to write by inspiration. In the meantime, in 
my writing as well as in that of other Chicanas and other women, there is the necessary 






Part Two and Part Three, lighter in focus –are important anchors for Chapter Two which 
discuss topics from a perspective of love and its healing potential. A viewpoint of the power and 
impact of love in all its raw forms are presented through stories of many. Part One emulates the 
writing style presented in What We Talk About When We Talk About Love (1981). Part Two and 






 During adverse life events it’s challenging to have closure or a space for healing when 
societal shame is present. You try to survive –push the experience to the back of your mind and 
never think of it again, because “it’s past.” Many people who go through similar circumstances 
may feel also ashamed. I identify with youth in my community who have undergone disparity or 
community-based violence; we share a common understanding of the injustice of being born 
within a disenfranchised community where we are not give the tools or spaces to deconstruct our 
trauma. That is my hope for employing autoethnography in this Chapter, for representation, so 
that others may see their story in mine and vice versa —especially youth in my community. The 
following section is a reflection as Chapter Two and Three touch on the experience of youth 
resurrecting trauma, living their truth, and searching for healing through writing and self-
reflection. In Dream State, the main character –a young Latina women—experiences a shooting. 
The reflection below is written to give voice to youth experiencing violence in their community. 
Issues of violence are normalized in the community. Getting shot is somewhat, a rite of 
passage. Oh, you got shot? Me too. So, you know what’s up! People become numb and then 
blamed for having violence perpetrated on them. In attempts to rewrite my history, I had to take 
ownership. I no longer wanted to be a victim of my story. With a universal feature of this style of 
writing, autoethnography, the reader may feel less alone in their truth by the telling of others. I 
argue that strength comes with sharing one’s truth unapologetically, without embarrassment or 
fear. MyStory can infuse compassion in the reader who may come from a different space —to 
see how life’s challenges build these narratives which if hidden or not authenticated in research 




Through autoethnographic reflection, the practitioner can gain personalized information, 
identify themes, and better understand particular issues to help direct advocacy and trauma-based 
interventions. The story-teller brings their experience forward in an authentic way, inherent to 
their social and health worlds. Practitioners, academics, and others in the fields of KCH can 
glean information; those stories can be applied to improve practice and community health.  
 As communities, we cannot and should not look away from injustices and become 
complacent and desensitized, such too, rule off youth as willing targets: ‘He/she was looking for 
it, was asking for it by being out on the streets.’ The reality afforded to youth in the inner city 
create this perception that youth from these spaces are less valued compared to others. What 
conditions are these streets in that getting shot is a likely occurrence of being outside? My 
neighbor was shot and killed at 7 pm in the evening, don’t question the time of day. He was 
standing by himself, don’t examine his associations. He was wearing baggy jeans, don’t 
problematize his style. This is how we make sense of senseless violence. Why is it that in 
America your zip code determines your life expectancy? Chicago has the nickname, Chiraq, 
because there are more deaths in low-income neighborhoods than those from “the war on terror” 
in Iraq. It is an injustice! Aren’t these “streets” a part of the United States of America? So, why 
are certain spaces only safe for some youth, but not all? 
I am calling for healing. I say to myself, you must process the pain, even if it takes 15 
years to realize that getting shot is really awful, but you couldn’t voice that before because it 
happened to most people you knew growing up. Saying that you were traumatized would be seen 
as a sign of weakness. So, in my community, you have to suck it up and be tough. There is a 
vulnerability in experiencing pain, in challenging yourself to claim your story out loud. By doing 
so, that information becomes valuable for the field as a whole. Yet, part of the problem is that 
such stories as I describe and perform in this dissertation are silenced -hidden.  
The performance is a way to disseminate throughout many spaces of multidisciplinary 
application, where through these performative accounts, we can better serve our communities. 
By identifying universal threads in communities of color, specific interventions can be crafted to 
decrease disparities, to promote advocacy against violence, and to create healthier communities, 
families, and women. This is a culturally/economically sensitive approach, to provide a writing 
and performance based intervention where resources are scarce. In the case of my mother, she 




went on to enroll in a Master’s degree in Public Health. She created Padres Angeles, a 
community organization that works with mothers dealing with the challenge of losing their child 
to gun violence. Women involved in Padres Angeles compose autoethnographic poetry to write 
through the pain and loss. The writing becomes the therapeutic intervention and creates a value 
of healing as, individuals, in families, and communities. Ultimately, this story is universal and 
interconnected. The impact of these experiences reaches far beyond those who were initially 
affected by gun violence directly. It becomes a community’s identity, and community members 





2.2 Performance: Dreamstate  
I T  I S  a summer day. Independence Day. But this year it falls on July 5th, Father’s birthday. A 
summer breeze sets sweetly in the air and dances with warmth. BOOM! The smoky smell of 
fireworks clouds the air. The loud sounds … BOOM!!! Echo in the day sky. There is debris.  
I   P  L  A  Y  with fire. It is my guilty pleasure —the danger. The intrigue of the hot flame 
dancing on my fingertips, it sets me in a trance. I am with Father. His name is Oscar, ‘Squido’ 
for short. He was often confused for an Italian man, so the guy’s friends found the nickname, 
‘Squido,’ to fit the case. The guy, Father, was middle-aged and Colombian. He was always up 
for a good time. Father stands with me in the backyard of our small fifteen-person home. All of 
my mom’s family live in that home. We live in a Mexican neighborhood. Father and I play with 
fire in the backyard. He watches over me with caution. I look up at Father. He grins. He begins 
to set up a hazardous firework display, very common. Not unusual. Everything seems normal 
enough.  
 A tree once stood here. The tree, once broad and tall, now cut down to a stump. What lost 
potential, I think. The tree was cut down because someone decided to contain it; someone 
decided to constrain it. The tree was sick, someone said; someone who was unaware of the tree’s 
majesty. The tree could not defend itself. I despised whoever cut it. I would have wanted to see 
the tree in its fullness. I feel like I was robbed of that. I at least wanted a chance to see it have 
some potential or be healthy. Now the tree that once stood is merely a stump. I gaze at it. The 
stump was damaged and pathetic. At times, I looked at the stump, in disgust. At other times, I 
empathized with it. I felt a similar resemblance to it. The tree had termites gnawing away at it. 
My uncle covered it in poisonous spray and told me not to go near it. I went near it anyway. It 
was not the fault of the tree to have been sick and cut down, yet it stands firm as a stump, despite 
its shortcomings. It is clear to me now, that the stump is firmly rooted in only being a stump. I 
guess I’m okay with it. 
Father fumbles in his pocket for a lighter. He plays with the lighter in his hand. He 
flickers the flame on and off. On and off again. Father lowers his glance to face me. To see if I 
am paying attention. He brings the lighter to the firework on the stump. He presses, his thumb to 
the lighter but it no longer strikes a flame. The gas has gone out. He tries again. No flame. The 




pavement. You hear a noise. Father goes back into the pocket of his pants. He is searching for 
another lighter. He is certainly not done with his mischief. Father now checks his left pocket, and 
then his right. He checks his left pocket again and still finds nothing. He checks his back pocket. 
He pulls out his wallet. In his wallet, he carries an emergency matchbook. This seems like a good 
enough emergency. He opens the matchbook and pulls the first match. He pulls the match along 
the striker strip and produces a bright flame. He lowers the match to light the firework on the 
stump. Excitement grows in his eyes. I look up at him. He smiles down at me. There’s more to 
Father. He openly proclaims himself to be part of a brotherhood of wolves “Manos Lobos.” I 
recognize his tendencies mirror those of a wolfman. I acknowledge it and expect it. I am usually 
on alert as I expect him to be involved in mischief. I see his childlike smile, and I question it. I 
believe he’s up to no good. I ponder, what is up his sleeve today?  
BOOM!!! 
I scream! Father stands firmly. He does not budge. His eyes and mine, fall. He looks 
down at the horrible sight. Father stands there, in shock. He is struck in the abdomen. There is 
blood. There is fear. He is not moving. We glance at his stomach. He staggers. His insides are 
exposed. I look into his eyes. I am still in shock. We look deeper into the wound. We stare at the 
snake-like scar. Gazing at his oozing, bloody intestines, I catch glimpse of Father’s face. He is 
scared. There is horror and then sheer panic. It permeates the mind and body.  
Father is hurt. I feel terrible. I wish he wasn’t suffering this. I am angry, deeply saddened 
at his decisions. His breathing is heavy. I cannot cry and cannot move. I am frozen. Cold and 
empty, reality hits. Fears start closing in. Still, Father and I stand; apart but together.  
BOOM!!!  
I run, yelling, “Mami, Mami!! Daddy, he’s hurt!!!” 
Brother and Sister follow with haste. My mom runs with baby in her arms. Father is 
frozen. He cannot unfix his eyes from the horrible site. He does not budge. He is firmly planted 
like the stump that supports him. If not for that stump, he will collapse to the ground. Although 
he stands broad, I see the weakness in his eyes. The distress, the despair, wears on him. He is 
tired, but he is strong for me, I realize that now. I believe he is stronger than he thinks he is. My 
gaze is of hope. His gaze of sadness. He knows, he must go. I don’t want him to. 




He looks to his wife, to us his children, his family. He removes his hand from the stump 
as he slowly stumbles towards us with calm intoxication. He can barely pick up his feet to move. 
He sits down in front of me while everyone looks on with devastation. There is silence. The 
warmth of the sun caresses his face, a look of sorrow gleams over him. An epiphany rises. I 
realize that I am dreaming. Back in the dream, I draw a long breath. Whether a dream or not, the 
series of events has me distraught.  
 “I have been a bad man. I have been a very bad man” cries Father as he stares vibrantly 
into my eyes. 
His breathing grows faint. He is having trouble speaking and swallows his words. He 
sighs. His hands, cupped around his face, lift to look sorrowfully. Age now graces his face which 
wears away his youth. I watch in disbelief. The transformation is erosive. Horror mirrors our 
facade. The silence grows. This erosion has now left him with the face of his father. He is no 
longer mine, for he has the face of his own. Addiction has deteriorated the Father I once had, 
turning him into the monster of his. Frailty sets in as he turns to bones. He transforms into dust. 
The dust settles, and he is gone. 
“AHHHHHHHHHHHHH!!!!!” I scream! As I wake from my nightmare. 
P  R  E  S  E  N  T  D  A  Y.  This is the fifth night of the same nightmare. It possesses every 
sleeping moment. The dream, haunting me in waking life. Every detail, every angle, every 
feeling is always the same as the night before. Never flawed. Perfect every time. I lay in the 
sala20 facing the ceiling. There above me, I see the smoke detector. The smoke detector with no 
purpose, with no battery. It cannot protect me, a pointless piece of crap. I lay awake on the sofa 
staring, until the tenth night, when I did not dream at all.  
I  W  A  K  E  U  P   to cries but they are not my own. It is Sister. She does not cry for Father as I 
do. She cries because of what he did. My mom consoles her. 
“How could you do that to me daddy!” she screams. 
 “Babe, you’re imagining things that never happened” he coldly responds.  
 Sobbing breaks the silence. This is too much for me to bear, too much for me to 
understand. I am only eight. But I am sure he will go now, he will leave.  He has left. My world 
                                                 




is dark. I look in my heart in search of him. I cannot find him there.  He seems to be gone for 
good! 
S  E  V  E  N  Y  E  A  R  S  pass. He is back. My world that is a shade of grey becomes black. A 
black, darker than any onyx –as dark as I feel inside. My heart is bruised and battered after many 
years of his absence. His return sparks wonder, but I refuse to admit it. My disdain is palpable. 
My head races with so many questions: Why? Why did he leave? Where did he go? Why is he 
back? Suddenly, I knew I wanted a connection. I was mad that I cared. 
L A  S  T  N  I  G  H  T,  I had the dream again, in that perfect way. Every detail that haunted me 
as a child remained the same. Perfectly etched in my soul. In my mind, the memory of this 
cannot leave me. It will not break me. I am stronger.  
T  O  D  A  Y,   I am on autopilot. All too perfect, down to every detail. There is laughter. There 
are smiles. We gather to celebrate a baptism. Great Mexican food is prepared by my 
grandmother, mother, and I. There is rice and beans, “flautas21”—my specialty. There is family 
all around me. We share hugs and kisses.  
T  H  E  F  A  M  I  L  Y   gathering ends. Sister and I leave to the lake with friends. This day 
feels surreal, so much like a dream.  
BOOM  
S  H  O  T  S  F  I  R  E  D   Tires screech.  Everything goes still. Confusion sets in. What just 
happened? I am reminded of the fireworks from the dream. I feel intense heat. Sister is sitting 
next to me and looks over with shock and panic as if she had seen a ghost. Heat passes through 
me. Passes over me. Heat becomes me. I am one with the pain. I lower my glance to my waist, 
where a sensation of burning pain grows. I slowly raise my hands with caution. I am dripping, 
covered in dark red blood. 
 In the dream, I had been warned. I knew this would happen. I am stumped. 
 Heat. Hot. Burning. Fire engulfs me from the pit of my core. I am spiraling into the deep 
pain. Out of control is where I fall.  
 “Yesssicaaaa!!!!!” Sister yells.  
 The shock and intensity heighten my awareness and bring me back to the present 
moment. My sister’s screams send a chill through me. I am shot. My breathing is heavy. I can 
                                                 




feel my heart beating faster and faster, louder and louder. There is a fear my heart will stop 
beating. This brings me to memories of smiles, hugs, and laughter; of tender kisses, joy, and 
painful moments. I feel my life passing me.  
 As I sit in the pile of blood, my body becomes weak. Should I give in to death’s dance 
and wait for what comes after? Sister’s cries are so strong. She loves me, and she is scared. A 
warm light of guidance pushes my spirit. It is my fight response. There is a push to survive. 
Giving up is not an option. I must react. I cannot quiver into a pile of fear. I have been warned to 
be strong in the face of dismay. I have learned to be firm and rooted, like the stump I so strongly 
admire. I will survive. I will grow. My life won’t be cut short. Sister holds me. She is shaking. I 
will be strong for her. I am tired. I close my eyes. 
B  R  I  G  H  T  L  I  G  H  T  S  gleam over me. I wake up feeling as if I had been badly injured. 
I am in a hospital, bound to a bed. My mom is there. She sees that I am up and runs to me.  
 “Mami I am sorry,” I whisper with my last breath of strength. 
 “I was so scared that I lost you, but you will be okay, now you will be okay.” She cries 
over me. Tears fall from her face onto mine.  
 My mom sits in a chair beside me. Her eyes remain closed. Her breathing is faint with a 
quiet sob. She is tired too. A phone rings. My mom answers, it is Sister –she tells her I am going 
to be okay. Sister is crying on the other end of the line. After the shooting, she was taken for 
questioning. She is in jail. We are worried as to when she will be let out. 
 My mom is in pain too. She shares my pain. She always has. I am her daughter. Through 
these challenges, we are connected. It is engrained from our past and creates a present narrative 
of struggle. A story of hardship. A feeling of resiliency. The story is also my mom’s and her 
mom’s. We share that. I feel like my load is lighter because of it. For this shared history of 
struggle and perseverance, I am proud. I feel strong. I am not alone.  
 The heaviness of now is tolling. Weakness sets in; I feel the worst I ever felt. Paralyzed 
with pain, I am unable to move and unable to speak any further. She stares at me wide. Her 




 “You were in surgery for 12 hours. I never left your side. You were shot but thankfully 
the police caught the person who did it. God is with you Mija22,” she grips my iv-covered hand 
as she explains.  
 My mom wears a heavy expression of sadness. Mine is of pain and guilt. She informs me 
that my wound must be cleaned. With the nurse’s help, she lifts the sheet off my frail, thin 
adolescent 15-year old body. They expose my wounded abdomen. It is wrapped in bandages. 
Like a mummy, I am wrapped in white cloth. What is under all this draping? I ponder. Tape is 
ripped from either side of the draping. Pulling, tearing, peeling –the nurse exposes the next layer 
of gauze. I am desperate to see the damage. Feet of gauze are being pulled from my stomach like 
a magician pulls ribbon from his sleeve. Magic! Is this a sick joke; am I the sick joke? I stare at 
the pile of bloody gauze.  As the nurse continues to pull from the wound, it seems never-ending. 
 My insides are throbbing. I am in a drug-induced state. Morphine. Reality is unclear as I 
watch patiently for the nurse to expose the wound from under the gauze. I was put under the 
knife. Sliced in half. Lengthwise. I was left wide-open. My intestines, visible outside of my body 
–I have seen this snake-like scar before, in the dream. Father had it before me. We resembled 
each other in that way. In disbelief, I place my closed fist inside the open wound. Blood rushes 
out. I feel detached as I look into this gaping hole in my body. “Gusshh.” I caress the morbid 
curves of my insides.  I feel my body is deeply wounded. With my insides in hand, I feel dark 
again. 
 Still, in shock, I feel unattached. The pain and morphine place me in a Dreamstate. I am 
in a trance. By now I have a whole fist inside of my belly. The fleshy insides push against my 
hand.  
 The dream felt like a warning of what was yet to come.  Be strong, it told me.  
The nurse shrieks, “Stop! Are you crazy?” 
 
I  T  U  R  N   this over in my mind. Cry. Let the morning come. I am not dreaming. 
  
                                                 




2.3 Performance: Love Expectations 
 
In this two-act play, two women interrogate love throughout intimate relationships, identities, 
popular culture, and voices of other poets. This performance took place in seminar SOC 580 and 
again at conference in ICQI.  
 
Characters: Speaker One 
         Speaker Two2323 
 
Staging notes: In a small classroom at the University of Illinois in Gregory Hall two women co-
created a shared dialogue on the exploration of love. They were asked to “use Kaufman, Saldaña, 
Madison, Denzin, and MyStory as models for producing a dialogical emancipatory play to be 
performed” (Denzin, 2003, p.118). They began crafting this performance on a napkin which was 
passed back and forth24. Later that evening Performer One took the napkins and transcribed them. 
They were then sent to the other, Performer Two, via digital technology25. Speaker One instructed 
Speaker Two to respond in a performatively embodying a dialogic frame of love and the many 
aspects of love’s interactions. This dialogue which initially occurred via handwritten note, then 
text was performed in class (SOC 580) and at conference.  
  
                                                 
23 Speaker Two, Sheri Lewis, permitted publication of this work within the dissertation. 
24 This technique was inspired by the passing of notes done in earlier academic years where 
sending information especially in a classroom space was done through paper notes passed back 
and forth. This brought on nostalgia and innocence that awakened creativity.  




ACT ONE: The Hope 
 
Love is not just about romance or sexuality, it is a lived experience. Performers of diverse ethnic 
backgrounds/ women of color co-create an understanding of love and culture.  
Speaker One: So, I met a boy, 
Speaker Two: he was so cute, 
Speaker One: The cuteness that makes you smile, 
Speaker Two: Girl, just fine 
Speaker One: he’s different 
Speaker Two: Too good to be true 
Speaker One: he got me drunk, and carried me down the stairs. That’s cute, that’s different 
Speaker Two: Girl, you know he told me I could get anyone I want if I didn’t open my mouth 
Speaker One: You know what’s scary? When I open my mouth, he is actually listening 
Speaker Two: he felt so good that his ass didn’t wear a condom 
Speaker One: I feel raw when I express myself. I don’t know who to be but me. 
Speaker Two: The sex is good, so good, I told him to move out of his mom’s house because I 
love him. he said I was a man basher. 
Speaker One: I am scared to love, scared to love him. HA! All this fear and we have never even 
exchanged a kiss. 
Speaker Two: So, you be on that feminist shit? He said. 
Speaker One: Yeah that what he thinks, extra girly, soft yet strong. When I see him, I’ll act as if 
we never met, like we were never friends. 
Speaker Two: I learned about love being on that feminist shit. 
Speaker One: I practice self-love, hope I can make room one day to love another as much as I 
love myself. 
Speaker Two: And we learned about patriarchy following that Steve Harvey “What Men and 
Women are supposed to do” shit. 
Speaker One: he talks in supposed to’s, says “women;” and asks, “Why do you write in red 
pen?” I ask as I correct his patriarchal ass. 





ACT TWO: The Hurt 
 
Speaker One: So what are you, what are you so afraid of… It’s so deep it’s transforming 
Speaker Two: how deep?  
Speaker One: it’s not simple but powerful 
Speaker Two: agency? 
Speaker One: love is how we act together as people, we don’t even speak the same language, but 
we share a language, of love 
Speaker Two: paulo freire 
Speaker One: we’ve hijacked the meaning of love 
Speaker Two: whitesupremacypatriarchalsociety 
Speaker One: we’re on a journey, around the meaning of love 
Speaker Two: friendship  
Speaker One: different perceptions, of love 
Speaker Two: speaking truth to power  
Speaker One: different flavors, of love 
Speaker Two: red Kool-Aid, always  
 Speaker One: considering that it’s a state of mind, love 
Speaker Two: you must be fuckin crazy  
Speaker One: then love, shouldn't be dependent on, the object of love 
Speaker Two: if you love a flower, don’t pick it up. Because if you pick it up it dies, and it 
ceases to be what you love. So, if you love a flower, let it be. Love is not about possession. Love 
is about appreciation. -osho 
Speaker One: but it’s people/that’s why\there are so many expectations, of love 
Speaker Two: what is the scientific, social, cultural, political, religious theoretical frame work  
Speaker One: when it changes, and we are dependent, it’s a prison, but it may still be love 
Speaker Two: and the master’s tools will never dismantle the master's house -audre lorde  
Speaker One: if a part of my whole is missing, will we go adrift 
Speaker Two: use of the erotic is not pornographic  





Speaker Two: love is god, nigga - kendrick lamar  
Speaker One: then is the power, in integrity, the hurt, and not becoming structured by it 
Speaker Two: love is my permission to be who I am, freedom to be ‘cause you understand oh 
baby’ –chrisette michele  
Speaker One: how do we nourish the love, in that cracks, where hurt, and hope come together 
Speaker Two: the rose that grew from the concrete -tupac  
Speaker One: how do we transform the we to become an us 
Speaker Two: transnational, black, brown, diasporic, hip hop, jazz, rock, womanist, 
environmental, feminist, humanism  
Speaker One: how do we exist without the other –does it eliminate the love, does it exterminate 
the love, will it extinguish the love,  
Speaker Two: love is a practice. –bell hooks 
Speaker One: exhausting expectations; No one said it would be easy. 
Speaker Two: love is a practice –erich fromm  
Speaker One: but our love is strong, to weather the rain, to weather the snow, to weather the 




2.4 Performance: Loveless, Lover, Loved 
 
production notes2425 
the performance took place within the Course SOC 580: Interpretive Methodology, Fall 
2015 where students were asked to “lead discussions of films and major texts in the course” 
(Denzin, 2010, Appendix 1). 
the two performers were inspired by the Academy Award-winning film Birdman (The 
Unexpected Virtue of Ignorance) (Iñárritu, & Giacobone, 2015) and the book What We Talk 
about When We Talk about Love by Raymond Carver (1981) which was adapted as the 
screenplay for Birdman. The Birdman (Iñárritu, Giacobone, Dinelaris, & Bo, 2014) script was 
downloaded from The Internet Movie Script Database (IMSDb) and edited on Final Draft 11, a 
screenwriter software.  
 
prologue 
in this play, Speaker One and Speaker Two perform stories surrounding the different 
meanings of love. Beginning with Birdman scene and following Three ACTS: Loveless; Lover; 
Loved. (downstage and Center Speaker One plays the role of Riggan, Speaker Two plays Lesley, 
and Mike the third performer, Speaker Three, is selected from the audience. Two other audience 
members, Speaker Four and Speaker Five, are selected to play Lauren and Ralph, characters 




INT. STAGE - THEATER - CONTINUOUS  
... music through the transition. It remains dark. 
                                                 
24 This performance text is formatted similar to the Chapter “Scenes 14” by Jose Casa in the 
Book Ethnodrama: An anthology of reality theater by Johnny Saldaña, 2005, p 45. This format 
uses a lower case letter at the start of a new paragraph as shown throughout. 
25 Speaker One, Matt Adamson, gave permission to publish this work within the dissertation.  
26 The first section of the performance “birdman script” is in standard screenplay format, and 
resembles the script showcased in Chapter Three. The script format provides an opportunity for 
readers to view performance in different styles thus creating an opportunity for accessibility to 





   Let's really do this. Let's fuck. 
     LESLEY 
   Are you crazy? No.  
Mike rolls on top of Lesley.  
     LESLEY (CONT’D) 
   Cut it out... 
Mike continues to maneuver himself. 
     LESLEY (CONT’D) 
   I'm serious, Mike. Stop! 
     MIKE 
   I'm Mel. Not Mike. Mel. 
A knock at the door. 
     RIGGAN (O.S.) 
   Terri! Terri! 
A furious Lesley tries to reposition herself under Mike. 
     RIGGAN (O.S.) (CONT’D) 
   Terri! I know you’re in there! 
The knocking gets louder. 
     RIGGAN (O.S.) (CONT’D) 
   Terri??? 
Lesley uses Riggan’s entrance to escape from Mike. 
     LESLEY 
   Ed! 
Mike hops out of bed, unaware of the very noticeable erection protruding underneath his pajama 
bottoms. 
     LESLEY (CONT’D) 
   What are you doing here?  
      
                                                 
27 This text was taken verbatim from page 52 -54 of the Birdman Script (G. Inarritu, Giacobone, 





    (To Lesley.) 
   Why? I need you to tell me why. 
   I lived for you. I worshipped you… 
     MIKE 
   Listen Ed, I know this is hard but – 
     RIGGAN 
    (To Mike.) 
   Fuck you. Shut up. Fuck You. 
He shoves Mike violently to the floor. 
     LESLEY 
   Eddie! Please! 
Riggan points at the gun at Mike’s head.  
     RIGGAN 
   What's wrong with me? Why do I end up having  
   to beg people to love me? 
     LESLEY 
   Ed. Eddie. Please... Give me the gun.  
She begins to cry. Her performance is beautiful. 
     LESLEY (CONT’D) 
   Just look at me. I was drowning. I was not capable  
   of– You deserve to be loved. You do. 
     RIGGAN 
   I just wanted to be what you wanted. 
         (Beat.) 
   Now I spend every fucking minute praying to be  
   someone else. Someone I'm not. Anyone... 
     MIKE 
   Put down the gun, Ed. She just doesn't love you  
   anymore. 




     RIGGAN 
    (A sad smile.) 
   You don’t, do you? 
     LESLEY 
    (With sympathy.) 
   No… 
     RIGGAN 
   And you never will…  
LESLEY 
   I’m sorry. 
     RIGGAN 
    (A revelation.) 
   I don't exist. I'm not even here.  
   I don't exist. None of this matters. 
 
Riggan points the gun at Lesley. Then at Mike. Finally, he puts the gun to his own head and pulls 
the trigger. PUM! And with the explosion, a fake blood mechanism splatters brains onto the 
stage. Riggan drops to the floor. 
 








 “And did you get what you wanted from this life, even so?” 
“I did.” 
“And what did you want?” 
“To call myself beloved, to feel myself beloved on the earth.” 
 
  
                                                 
28 Text by Raymond Carver shown on screen, in the opening scene of Birdman (The Unexpected 







November 1, 2006 
there is this group of guys, Viktor, Roman, and Oleg, they are all buddies, really poor, 
and get drunk a lot. The one named Roman, he is older and a little blind. We drop by sometimes 
–to talk and sort of build them all up. So, anyways, the last three or four times Roman hasn’t 
been there, and it didn’t work out to talk with them. But, this past Monday night we went over, 
and Roman was there along with the other guys. It was dark, and for light, they just had one little 
light bulb. It lays on its side on the table. The window is broken, covered with a piece of 
cardboard and some wood. The winter is here, and it’s cold, and snow sometimes blows in. They 
were all huddled around the light laying on the table, all just sitting there listening to us talk. 
November 15, 2006 
there is that light, at Viktor and Roman’s and Oleg’s house. It’s like our faith. It gives 
light to everything that is around it, but if it just sits there, or if we just sit there, it will just burn 
away, and then it will go out. If we aren’t prepared, we will be left in darkness. It’s their last light 
bulb. We met another lady visiting with the group at Roman’s house today. She wants to talk 
about quitting drinking but was sitting around the bulb in the dark. Her name is Olga. She has 
faith. 
January 24, 2007 
olga told us that she had prayed a few nights ago, to be able to see her family. She hasn’t 
been able to go home because she is in a zapoi, basically an extended drinking spell. And so, she 
prayed to see her family, even if it was just in a dream. That night she had a dream. She said that 
in the dream she felt like she was leading a little child by the hand thinking, this can’t be any of 
my daughters, ‘cause mine are already grown up. She heard a voice saying “baba, baba” which 
is what kids say for babushka which means grandma. Then her dream ended. She was happy. 
April 4, 2007 
let’s see, other things going on: Olga has gotten lost. We saw her last week, and it was 
pretty bad. It’s kind of hard to talk about, pretty distressing. She had been beaten pretty bad, and 
her face was all bruised, two black eyes. I guess she had been involved with some questionable 




daughter kicked her out again. She can’t go back to the other apartment she was in before. 
Anyways, one of the people at this apartment started beating her, and so she jumped out the 
balcony from the second floor. So, she was beaten up pretty bad. We tried to set up a meeting 
with her, but she didn’t show. Olga has gotten lost. 
 
Speaker Two 
October 11, 2015  
i have sat with this judgment and belief that people don't know what love is because they 
talk about in ways that are self-gratifying. I wonder what “love” does for you, or for the other? I 
question it and began to ask around. I wanted others to reveal to me their truths about love, talk 
to me about their love, and bring me into the picture. I wonder if I know the whole story. Maybe 
the memories shared are memories of happier times, emotion-filled times, times where she was 
loved. People tell me the hard times fester but like they say, “I’ll take the good with the bad to be 
in love.”  
October 18, 2015  
my meditation buddy Elle, ventured into a new relationship. Elle is a meditator. She is 
always composed. I wonder if love can shake her, so Elle explains “In the beginning, the love is 
filled with excitement, but it goes away. So, I have a rule of four seasons. I want to know if you 
can last for four seasons. I want to see your seasons and how they change.” She began to tell me 
more about love, “maybe I stated it wrong but I’m talking about romantic love, it seems to fade, 
and I want to have a love that lasts. Seeing the good, the bad, the ugly of the person, their 
seasons. That’s true love; that’s what I want.” 
October 20, 2015  
we see things differently, and it upsets my sister Jamie. It's upsetting when people judge 
your love. She dwells on societies reflection and feels conflicted in this love. “After everything 
happened after it [love] happened to me… I guess the thing about it was that I always believed 
people were happy when they fell in love, but I was scared. I didn’t want to love him. Sometimes 
I hated him. Yet still found a way to love him through the good and bad times.” It’s been crazy, 






April 2003  
“we had sex for the first time. I began to have a panic attack. He pleaded for me to explain what 
was wrong. Without thinking, I said I love you! But it scared me. I don't want to love him. I 
know I'll never be the same! I felt like a total fool. I professed my love and was head over heels, 
with an asshole that could break my heart.” 







how do we forgive our fathers? 
“maybe in a dream?” Maybe in the way we remember them? 
what stories will I tell about him? 
i remember when he got his “first scrape.” Grandma had just “passed” and we were 
driving, my favorite of our routines, just him and me. And I would smile as he talked and told me 
things. And then he was sad, and I didn’t understand. He said he missed his mom, “as much as 
you would miss mom if she were gone.” His tears were like sadness pouring into me. 
i remember the times that we laughed. and I remember the times that we didn’t. 
what does he say of his “first scrape,” And how his son failed to catch him? 
what kind of father is he: How do I remember him? 
he reminds me of me. I want to be more like him. What do I remind him of? 
 
how do our children forgive us? 
“maybe in a dream?”  Maybe in the way, they remember us? 
what stories will he tell about me? 
i remember when he got his “first scrape.” We were playing in the backyard, it was 
warm; running through our daily routine: pointing and climbing, sweeping and digging –all 
while laughing. And then he fell, and I did not catch him. He cried, and his chin was deep red. 
His tears were like sadness pouring into me. I held him close.   
will he remember all of the times I caught him? Will he remember all of the times I 
didn’t? 
what will he say of “the great chin scrape,” and how his father failed to catch him? 
what kind of father am I: How will he remember me? 
he reminds me of me.  I want to be more like him.  What do I remind him of?   
 
when he was born, I had a distinct feeling like everything was ok, like he had been here 
all along. when he was born, it felt like he was mine.  He is mine.  And I am his. He is my story 





i guess am looking for someone to bear the HURT with me, accompany me through it, 
hold my hand, kiss my forehead, and tell me everything is going to be ok. She doesn't even have 
to say anything, just being in her company is relieving and comforting. I can finally take a big 
breath, a deep breath, and feel like everything is ok now. My hero is around. She is my peace.  
she is a hero for others too. On Sunday, she asked me to stay after church to meet with a 
family. The family is undocumented. Their eldest son works a Seven Eleven in a “bad” 
neighborhood. He was working a night shift, when some criminals entered the store, beat him 
bloody, broke his bones, and left him for dead. The family took him to the hospital. The hospital 
wouldn’t treat him because he didn't have money or health insurance. After four days of non-
treatment, he slips into a coma. While his mom is at his hospital bedside with a rosary in hand, 
my hero organizes a large prayer vigil, goes to the hospital demands care to the top 
administrator, and in protest holds a march for justice. He miraculously recovers without 
intervention. The doctors say it is a miracle. Some say my hero is an angel (Huppke, 2004), but 
she is humble and only attributes it to being a messenger of God’s loving energy.  
i recently told her about Paulo Freire and Dwight Conquergood and their work similar to 
ours. I think they would have gotten along. She held a prayer vigil for them. She believes they 
are angels that have the love in their heart to watch over our community that is oppressed, 
violent, and lacking love. She believes they will answer her in due time and tell us more about 
spaces of love and representation. My hero is a bookworm. She listens to my every idea, placing 
importance on my views as if I were like the Freire’s and Conquergood’s of our time. She reads 
everything I write because she's proud and believes in me. She likes to keep up with my thinking 
and what I'm learning because she likes being grounded in dialectic spaces. She keeps everything 
I write. So, I’ll end with a poem of mine from ’93, she holds dear:  
m is for the million things you gave me  
o means only that she’s growing old 
t is for her tears she shed to save me 
h is for her heart of purest gold 
e is for her eyes of love light shining 
r is right and right she’ll always be  







when I started having lung infections and these horrible coughs, coughing up blood, 
(which went on for a year and a half) I went to the doctor and said: Doctor, I don’t enjoy eating, 
I’ve got a problem. We tried a cookie swallow test, and they found that my epiglottis isn’t 
working anymore. So, I’ve had the feeding tube put back in, and I’ve been getting all of my 
nutrition from it since then. Sometimes I’ll have a glass of coffee or yogurt in the morning, five 
teaspoons at a time, but everything else is through the G-tube. While I try to remain positive, it’s 
hard to. So, I miss eating. I miss food. I enjoy food. I enjoy all kinds of food. I miss it 
desperately. And, I don’t know if I’ll ever be able to take food orally again. I’m afraid not, I want 
to remain positive, but I don’t see any indication that things are changing.  
i miss eating.  Ever since I’ve started using the feeding tube, one of my concerns has been 
Ruth Ann’s eating. She’s very reluctant to eat in front of me. She doesn’t like to go out by 
herself, which I can understand. I’m recruiting friends to invite her out for lunch and dinner, and 
she’s done that sometimes. I’m glad about that. Today we had a picnic, on our deck. When I 
went out to do the infusion of my lunchtime snack, I said “Why don’t you have a snack with me 
out here?” and so she did. Generally, though, she won’t eat in front of me. And I won’t force it. 
To say it doesn’t bother me would be lying. But, it’s the new normal, and I hate that term. 
 
Speaker Two 
señora Vargas, she loves. It a true love, the way she loves. She lives on an angled city 
block on the corner of 18th street and Loomis next to a Mexican restaurant. When we visit, the 
smell of Mexican food permeates the house. I get very hungry and become curious if the 
restaurant has food that's any good because these corner store tacos spots can be a hit or miss. 
But we never get the chance to try it because Señora Vargas is usually heating up tamales or 
yesterday’s leftover to serve us as soon as she hears the doorbell ring. This woman is of short 
stature, saying she's 4’11 might add a few inches to her, but in any case, Señora Vargas is a 
strong relentless woman who lifts, pulls, carries, and cleans, her 35-year-old daughter. Sandra 
has the mind of a one-and-a-half-year-old. The physical labor is taxing on Señora Vargas’ 70-




problems that can be fatal if not constantly supervised. Señora Vargas lovingly takes up the task 
of watching Sandra throughout the night on an hourly basis, so Sandra can have comfortable rest 
and be free from the danger of suffocating on her own drool. Her sweet smile is Señora Vargas’ 
reward. 
i can remember it was Sandra's 19th birthday. Señora Vargas was fixing up a fiesta29 in 
her small three-bedroom apartment. She made a traditional three-layer Mexican cake, “tres 
leches.” It has three kinds of milks, goat, cow, and sheep. Sandra will never taste her delicious 
birthday cakes, 35 cakes, and counting, but Señora Vargas bakes anyways. With certainty, 
Señora Vargas will make a 36th delicious cake as long as they are both around. That is true love.   
                                                 




“birdman script part two” 
INT. STAGE - THEATER – CONTINUOUS 
 
...the stage. Suddenly we are in the midst of an Americana style kitchen. 
 
Around the kitchen table sit LESLEY (35), plain and no-nonsense, her simple hairstyle, and 
makeup can't hide how attractive she is. LAURA (35), dark, exotic, the kind of woman who 
makes every person she meets feel like she's seducing them. And RALPH (40), slightly 
handsome, slightly balding, slightly invisible. 
 
A half empty bottle of gin on the table, they drink from highball glasses as they chat... 
      
LESLEY 
   He loved me. 
     RALPH 
   Yeah. He loved her so much he tried to kill her. 
     LAURA 
   He tried to kill you? 
     LESLEY 
   No. (A beat.) Okay, well, he did beat me up one night.  
   He dragged me around the living room by my ankles, 
   yelling "I love you, I love you, bitch." What do you 
    do with a love like that? 
     RALPH 
   How is that-- That is not love and you know  
it. Why do you insist on calling it -- 
     LESLEY 
   You can say what you want, but I know  
what it was.  
     RALPH 




   love to you? 
Riggan arrives at the table and sits.  
RIGGAN 
   Sorry I’m late. 
         (Beat. In character.) 
   I'm the wrong person to ask. I didn't know the man.  
   I've only heard his name mentioned in passing.  
   You'd have to know the particulars. But I think what 
   you're saying is that love is absolute. 
     RALPH 
   Yeah. The kind of love I'm talking about 
is... The kind of love I'm talking about,  
you don't try and kill people. 
     LESLEY 
    (Sadly) 
   It was love, Mel. To Eddie, it was. I don't  
care what anybody says. He was ready to die  
for it. 




CHAPTER THREE: THE HEART HALF BROKEN 
Chapter Three: “The Heart Half Broken” presents the audio/visual-oral-imagined 
dialogue-ethnodrama performance, “Pieces of My Heart,” presented through an insider/outsider 
– academic versus hood, participant-observer perspective. While paying tribute to the film The 
Heart Broken in Half: A Documentary (Siegel & Conquergood, 1990) and from “Homeboys and 
Hoods: Gang Communication and Cultural Space” in Cultural Struggles by Dwight 
Conquergood (2013), this performance opens a dialectic space for understanding cultural 
identities and group belonging within gang spaces. Originally constructed as a film screened in 
SOC 580 and at the International Congress of Qualitative Inquiry, ICQI (2016), this chapter was 
transcribed into script style on Final Draft 11 –a script writing software used by screenwriters 
and filmmakers. Aiming to reach a broader audience, the script provides the reader with the 
ability to perform and interpret the meaning behind the text —exclusive to viewing the film. 
This performance opens with a dedication to nine youthful individuals who lost their 
lives to gun violence in Chicago’s Little Village from 2001-2017. As an introduction to the 
sacredness of the text, an image of the Virgin de Guadalupe 30–a cultural symbol representative 
of a strong connection between Mexican people and the Catholic faith, is present. The Virgin de 
Guadalupe is a symbol of unity, sense of hope, and resilience. The “Madrecita Morena” 31image 
and prayer is from a memorial card of a deceased adolescent. The prayer was kept in its original 
language to maintain cultural integrity but translated as a footnote32 for readability. This text 
opens with the poem “The Peace of Wild Things” (Berry, 1968), which centers the complex 
notion of making peace with the feeling of despair for the world and a sense of worry for the 
future. Situated in 2004 —as the time frame of this work, the Chicago Tribune published an 
article titled “Gangs Cut Swath of Death, Payback in Little Village.” It presents a story of the 
recurring reality of gang violence in this community and speaks on the death of certain 
                                                 
30 Spanish word for The Virgin Mary. 
31 Spanish word for Brown Mother, traditional Mexican Canto, song. Source Unknown. 
32 Spanish translation for “Madrecita Morena:” Brown mother, Virgin color of the Earth. Today I 
come before your image, in search of consolation. Intercede mother before your son. So that in 
the winter of my life, the roses of hope are born. In your hands, I offer my life to the Father and 
also to Juan Diego, allow me the grace to listen to your sweet message of consolation through 
life’s difficulties... “Know and understand that nothing will scare or afflict you. AM I NOT 




individuals listed in the dedication. Furthermore, its positioning in the text sets a distinguishing 
tone on the aftermath of violence and dealing with grief. It interrogates a depersonalized 
objective writing style that lends little understanding of social and structural issues that lead to 
gang violence and juxtaposes the performance ACTS. 
To set the stage, ACT ONE is a student-teacher conversation that deconstructs identity of 
youth in urban versus suburban settings and expectations of safety within those spaces. ACT 
TWO intertwines the experiences of youth in gangs from The Heart Broken in Half (Siegel & 
Conquergood, 1990) to those from the author’s first-hand perspective. Based on a research 
positionality, this text gives a view of inner-city youth in gang violence as merely study 
participants but does not introduce some of the larger structural issues affecting them. ACT 
THREE takes place in the SOC 580 classroom to create a teaching space to introduce MyStory 
methodology. ACT FOUR presented through MyStory, depicts the distress of a young girl who 
experiences the loss from gang violence that plagues her community. ACT FIVE reverts to the   
classroom setting and describes the concept of a culture of silence. The performance concludes 
with ACT SIX, an imaginary dialogue around gang violence, community intervention, and the 
role of the researcher/“in-betweener” –grounded through the ideas of Dwight Conquergood.  
The “Heart Half Broken” demonstrates an ethnodrama through its monologue and 
dialogic forms of experimental writing in creative non-fiction and as dialogical understanding 
(1985b, p. 9). It provides the example of researcher as author and character as co-participant. 
Presenting narratives based in a community context adds nuance to that of academic writing and 
gives voice to individuals not represented. It is necessary to reimagine new opportunities of 
representation for the disenfranchised with the help of communities and academia altogether.  
Gang spaces and culture are often sensationalized, stereotyped, and made deviant. 
Although gang violence is a systematic issue, the victims, are often deemed as responsible for 
their misfortune and their trauma is marginalized. The structural drivers that lead to disinvested 
communities are frequently overlooked. The onus is placed on the community. Gang members 
are likely disparaged within film/pop culture media. The lack of empathetic or accurate 
representation goes without the understanding that violence is a public health issue.  
I wrote these words to describe my experience and found it challenging to unpack a 
representative inquiry of gang culture predominant to Chicago. For many years, embarrassment 




to understand the complexity and context of gang culture until graduate school. While in SOC 
580, upon excavating the work of Dwight Conquergood in the book Cultural Struggles (2003). 
However, new exposure to the text “Homeboys and Hoods” and the topics in the Heart Broken 
in Half (Siegel & Conquergood, 1990) brought on Post Traumatic Stress Disorder (PTSD) like 
symptoms because of the heavy nature of the gang-related content. I felt encouraged to learn 
more about Dwight Conquergood’s experience with gangs and present MyStory as necessary for 
academic engagement but also for a wellness standpoint –to release experienced and suppressed 
trauma.  
What I learned from Dwight Conquergood helps give confirmation to my dissertation 
research. As he suggests in his paper “Performing as a Moral Act: Ethical Dimensions of the 
Ethnography of Performance: the dialogical nature of performance (1985b) Conquergood states 
that “opening and interpreting lives is very different from opening and closing books” 
distinguishing between experiencing a performance versus reading research text (p. 2). 
Conquergood lists empathic and dialogical performance as ways of increasing the participatory 
nature of this work and creating cohesion between the fieldwork and research process. 
Conquergood considers performance a moral stance (p. 3) as ethical tensions arise which the 
researcher has to be sensible to especially when regarding culture or facets of othering. 
Conquergood (1985) describes performance as an important method of analysis for human 
behavior. I extend this to also include the lived experience that which can articulate health. 
Conquergood advances novel understanding of performance as a border discipline as the 
application of performance can extend to many fields –verifying my articulation as performance 
autoethnography advancing fields of KCH and QI while take part as an engaged dialogical 
performance (2013, p. 6). Ultimately through performance one creates an understanding of their 
learned-lived experience or that of another’s. 
Important to the work of Conquergood and to me is the understanding of the body and the 
body as a site of knowing (p. 82) and the politics of location (p. 7). This is seen through our 
combined work, through his film –Heart Broken in Half; and my Chapter “The Heart Half 
Broken.” As an ethnographer, Conquergood presented the understanding that as a researcher one 
must experience field work as a rite of passage to be able to connect with community. I identify 
with this and extend my work in the same way but as an autoethnographer. As an 




and research process is embodied practice – “intensely sensuous way of knowing” (p. 83). This 
chapter illustrates a sensuous way of knowing my community and my sociological world within 
gang and sub-group spaces. My field work surpasses the participant observation method as the 
experience of being both community-based/engaged researcher situates me as both the 
participant and observer –the “in-betweener”.  
Dwight Conquergood’s relevance to this work and chapter is vast. After immersion into 
the literature, there was a growing urge to resolve some of the nuisances of being in-between two 
worlds, current academic and formerly gang affiliated. There is a struggle with this notion of 
being an “in-betweener” –an existence between two distinct communities. There is a certain 
understanding that comes from being an insider, a stakeholder, to a particular subgroup that is 
not traditionally represented. This calls to mind the question: if one comes from a certain group 
with its sets of communication, symbols, behaviors, and identity –what have you, –can that be 
translated to academic speak and presented to such audience?  
Conquergood describes the hostility that he faced while enacting performance theory and 
method. He describes his experience of presenting performances and audiences of community 
members being deeply disturbed and received attack. By performing to different audiences using 
the verbal art which they have studied in situ, performers put themselves in a position where they 
may be exposed to “double jeopardy.” Conquergood aligns this with the work of an ethnography 
I extend this to autoethnography as well, where this research and performance “involves direct, 
intimate and more or less disturbing encounters with the immediate details of contemporary life.” 
(1985b, p. 2). 
During the ICQI, the ethnodrama in Chapter Three, “Piece of my Heart” was screened to 
a broader academic audience and a lot of conflicting feelings subsided in me. I felt horrified by 
the display of violence that once occurred in my life and burdened my experience. I didn’t want 
to present this hard truth, one so distant than the academic positionality that I held at the time. I 
sat back as a bystander and audience member and played the film. I wanted to be invisible so that 
no one could know it was about me. I still didn’t take ownership of the experience because it felt 
deviant, wrong, and not connected to my scholarly façade. There was a young man in the 
audience who wept during the screening and his impassioned response struck me. I wondered 
why and how this resonated with him. He left angry at the end of the performance but 




remained troubled after viewing the film. As his colleague embraced him, he asked for my 
contact information. His whole body shook and with tears streaming down his face he said, “I 
need to talk to you.” I was almost afraid of having traumatized him as unfortunately, 
Conquergood’s work had traumatized me at the beginning of this project. Through the following 
communication, I later learned that the application of performance method could be a bridge 
towards liberation. 
 
ICQI Audience member correspondence on May 27, 2016:33 
 
What really resonated with me about your work is how personal it is and the way you told 
the experiences you had while growing up in Little Village in a gang culture that did not 
glamorize it, but just told it in a manner that was raw, real, and authentic. Please do not 
take this the wrong way, but during the video you produced for Dr. Denzin's class, I had a 
moment where I wanted to throw my ICQI handbook against the wall and demand that you 
stop showing it because: a) it hit too close to home for me; and b) there is a part of me that 
does not want these stories shared because of my fear that people will not get it –like that 
it is something that just belongs to us and grew up in and not to be part of "the academy." 
And, with that admission made, the way you told your story unapologetically and humanely 
helped me to realize that we can share these stories in an intimate way that is not about 
research, per se, but about just telling the story in a way that these stories have not been 
told before. More so, I appreciated that you did not tell the story in a way that was meant 
to show you as "making it" and seeking applause and adoration from the viewers, but, once 
again, to apologetically tell your story. I have grown tired of people wanting me to tell my 
story almost as if I'm a circus sideshow - come meet the guy from the hood who "made it" 
- which is a big reason why I no longer feel comfortable telling my story. I guess this 
response is a long-winded way of saying that your presentation helped me to re-
conceptualize both the value in telling my story and being careful in how it is shared. And, 
for that, I THANK YOU!!!...  
 
                                                 




The act of writing and performance led me into my own personal archives to understand 
the real story behind my life and the value of personal narrative. By merely stating your truth, the 
application of performance and this writing style can extend a therapeutic nature and serve as a 





3.1 Performance: Pieces Of My Heart 
 
Dedication: This is a sacred text dedicated to my Brothers and all the youth who have died 
due to gang violence; especially those from Little Village, Chicago. 
Severo Enriquez, 1986-2001 
Hector Cruz, Slick, 1978-2004 
Conrado Casares, Mousey, 1981-2004 
Augustin Guerrero, Short Dog, 1981-2004 
Ricardo Noel Barrera, Mugzy, 1983-2004 
Luis Antonio Magana, Puppet 1987-2004 
Manuel Robledo, 1984-2006 
Rigoberto Salgado, Lil Reeper, 1988-2006 
Ramon Valdez, Krazy H, 1981-2017 
 
“MADRECITA MORENA” 
Madrecita Morena, Virgen color de mi 
tierra. Hoy vengo ante tu imagen, en  
busca de consuelo. Intercede Señora 
ante tu hijo. Para que en el invierno  
de mi vida, renazcan las rosas de la  
esperanza. En tus manos juntitas,  
ofrendo mi vida al Padre y al igual  
que a Juan Diego, concédeme la 
gracia de escuchar en medio de las  
dificultades de la vida, tu dulce 
mensaje de consuelo… 
“Save y ten entendido que es nada lo 
que te asusta y te aflige, NO ESTOY  





3.2 “The Peace of Wild Things”  
When despair for the world grows in me 
and I wake in the night at the least sound 
in fear of what my life and my children’s lives may be,  
I go and lie down where the wood drake 
rests in his beauty on the water, and the great heron feeds.  
I come into the peace of wild things  
who do not tax their lives with forethought  
of grief. I come into the presence of still water.  
And I feel above me the day-blind stars 
waiting with their light. For a time 






3.3 “Gangs Cut Swath of Death, Payback in Little Village”  
Looking out at dozens of young men wearing the black and gold colors of the Latin Kings, 
Rev. Matthew Foley said a funeral mass for Luis Magana, 17, who was gunned down in 
Little Village by a rival gang. 
Four hours before mourners gathered on May 22, another 17-year-old died in a barrage of 
gunfire on the doorstep of his mother's red-brick home.  
Two hours after the service began, a 26-year-old Latin King double-parked his truck along 
a street of two-flats and was asking a friend for tips on fixing up the home he'd just bought. 
A maroon sedan thought to be carrying Two Sixers quietly rolled up, killed the man in a 
crackle of gunfire, then disappeared into the neighborhood streets. 
In 12 days, the three deaths and four additional shootings erased any optimism that a stretch 
of calm months in the tough swath of Chicago's Southwest Side might continue. It was 
clear the 30-year-old feud between Latin Kings and the Two Sixers was as fierce as ever. 
We haven't had murders like this for a while," said Foley, a streetwise priest who buried 
all three of the slain men. "It's tense.” 
Another Latin King--a lanky, soft-spoken 17-year-old--said the streets in Little Village are 
deadly right now." They won't hesitate," he said of both gangs. "As easy as you walking 
down the street, they could get you. It's easy being shot. It's going to escalate even more." 
"Nobody has any idea," said Foley. "They're all Mexican, they're all Catholic, and they're 
all killing each other." 
No arrests have been made in any of the seven shootings, and Prieto said police are trying 
to wrestle back control of the area by saturating Little Village with gang tactical units. 
"I have to live with this for the rest of my life," she said, her body trembling. "And I don't 
know how I'm going to do it...My son was my world," Hernandez said. "He was my 
everything." 34 (Sandovi, C. & Huppke, R., 2004).   
                                                 






INT. 36GREGORY HALL - DAY (WEDNESDAY NOVEMBER 11, 2015) 
SUPERIMPOSE: 37FINAL PERFORMANCE PRESENTATION. 
YESSICA38, 27, stands by a large screen in front of the audience. STUDENTS sit at a long 
table. Yessica’s MOTHER, 52, and PROFESSOR, 74, stand in the background.  
The words "Warning this film uses strong language and has graphic scenes that depict 
images of violence and death not suitable for a young audience," appear on screen. 
FLASHBACK TO:39 
INT. ROOM - DAY (FRIDAY APRIL 10, 2015) 
Yessica sits behind a desk. Bell RINGS. STUDENTS, in their late teens, leave, but one 
stays behind. 
YESSICA (V.O.)40 
On a Friday, the class I instruct got out rather early. 
A student stayed behind, so I took it as an 
opportunity to connect. I wanted to stray away from 
asking the direct question of, "Where did you grow 
                                                 
35 This performance was formatted with Final Draft 11 Software. This script style was 
appropriate for film production and to captivate readers of diverse backgrounds.  
36 INT. stands for interior. It represents the location and also designates time frame of scene ie. 
DAY or NIGHT. 
37 SUPERIMPOSE, describes the verbatim text as displayed directly on the screen. 
38 Each time a new character is introduced their name is shown in all caps along with age. The 
character name is also displayed in all caps during moments of dialogue. 
39 FLASHBACK TO: is used to change the time frame of the scene. 





up?" as I had asked this same question at a public 
health conference in Chicago. 
1 DAY BEFORE: 
INT. CONFERENCE ROOM - DAY  
MEN and WOMEN dressed in business attire have discussions at different tables. DAVID, 
mid-thirties, dressed in a business suit, smiles at Yessica who sits alone at her table. He 




Yessica, nice to meet you. 
YESSICA (V.O.) 
David, a community health worker from New York, 
stopped by. The third-generation gay Tejano 
believed that asking a question like "Where are you 
from?" is fundamentally discriminatory. He denoted 
that in asking this question, one is trying to 
understand the socioeconomic region of origin 
which ultimately positions the inquirer in a high-
power position. My response to him was, "I am 
proud to be from the neighborhood of Little Village 
no matter who is inquiring." 
BACK TO: 
INT. ROOM - DAY 





So, where do you stay? 
STUDENT 
The Northwest suburbs. 
YESSICA 








Fishing for information, I wanted to figure out if 
this kid grew up in a neighborhood with white 
picket fences or one with abandoned houses. 
YESSICA 
How did you like it? 
Student shrugs. 
STUDENT 
Well, I'm thankful I grew up there. It's a much 
better place than the city, a safer place for me and 






You ever witnessed any type of violence, or like 
shootings in the city? 
STUDENT 
No, not personally, but robberies do happen though 
which are rare. 
Student cracks a grin. 
YESSICA (V.O.) 
Not out of envy, but I get a little sour when I hear 
that. I haven't worked through why my heart feels 
so broken, and why I feel this tension when I hear 
about fairy tale childhoods. You see? I had friends 
too, lots of friends while growing up in the hood, 
friends that I lovingly refer to as my boys. But we 
got dealt different cards in life. We had to worry 
about gang shootings. Yes, they happened regularly. 
I almost lost count of how many friends I lost while 
growing up. But I'd say around thirty. Did I say 
thirty? Yes, I've been to fifty funerals of people no 
older than twenty-five. 
Student looks at Yessica. 
STUDENT 
Are you okay professor? 
Yessica forces a smile. 
YESSICA 








So, are you thinking of moving there or something? 
YESSICA (V.O.) 
With emotions brewing, I'd answer with a HELL 
NO! 
Yessica shakes her head. 
YESSICA 
No, I'm just wondering how you relate to that place 
where you come from. 
BACK TO: 
INT. GREGORY HALL - DAY (WEDNESDAY NOVEMBER 11, 2015)  
Yessica sits in front of the audience with ACTOR ONE 
who plays DWIGHT CONQUERGOOD. 
YESSICA 
I know this feels like a lot, but after all, I went 
through a lot. When I wrote this, I revisited the 
memories. When I saw the pictures of that time, I 
relived the trauma. You can see it on my face, this 
look of tension that screams "I'm just surviving." I 
feel bitter that safety in my hood is just a dream. 






I've been asking questions like this since I realized I 
had to write this paper. Not for Denzin, but for me 
and my peeps, and most importantly for you.  
YESSICA (CONT'D) 
Again, I'm calling it a paper, at other times a 
performance, other times "What happened to me" 
and what still happens in Little Village today. I'm 
still figuring it out, what it all means for me, and 
what it meant to Conquergood when he was on the 
streets. I saw that little "film" he made, you know, 
and I didn't quite know how to feel about it. Maybe 
it’s because I don't want to think about it. 







SERIES OF SHOTS41 
SUPERIMPOSE: THE HEART BROKEN IN HALF 
- YESSICA stands in front of a house holding a red balloon. 
- Candles flicker inside a Catholic church. A Catholic hymn in Spanish plays in the 
background. 
- Dead leaves cover a pasture of green and brown grass. 
- From inside a moving vehicle, we see a neighborhood block. 
- A Day of the Dead shrine is filled with pictures of deceased loved ones inside a Catholic 
church. A child weeps in the background. 
- The wind blows against a stone memorial honoring young victims of gang violence, 
guarded by statues of angels.  
- The drawing of a King's bust emblazoned with Old English letters, "COULTER LK 24," 
represents an affiliation with Latin Kings street gang. Drawing consists of an, upside down 
rabbit's head, upside down knight's helmet, and upside down three-pointed pitchfork, as an 
attempt to disrespect rival gangs. 
- The drawing of a bust of a King, flanked by upside-down 42rival gang symbols, displays 
the words "COULTER LATIN KINGS WORLD."  
- A drawing of an upside-down hooded rabbit with three dots between its ear, along with 
three shapes: a heart, a clover, and a diamond (meaning: money, mack, murder 
respectively). 
                                                 
41 SERIES OF SHOTS lists the images being shown on the screen. Each line is a new shot. 




- A drawing of an upside-down knight's helmet disrespecting the Ambro street gang. An 
upside-down shield with the number “22” disrespecting the 'Two-Two Boys' street gang. 
Under these symbols are the words, "STONEFOLK KILLA" with a cracked, six-pointed 
star. 
- A drawing of an upside-down demon with an upside down three-pointed pitchfork with 
the letters "DK" (meaning: Disciple Killer). 
- A drawing with the words, "COULTER LATIN KINGS WORLD 24," with a five-pointed 
crown on top of the lettering.   
END OF SERIES OF SHOTS. 
EXT. 43CITY SIDEWALK - ALBANY PARK, CHICAGO - DAY (1990) 
THREE GUYS, members of the Latin Kings, in their early teens, walk together as they 
cross the street. Tires screech. 
EXT. LOT - DAY  
Two young male Latin King members, GANG MEMBER ONE wearing no shirt and 
GANG MEMBER TWO wearing a blue shirt, shake hands in a Latin King's manner 
standing in front of a wall filled with Latin King's graffiti. 
GANG MEMBER ONE 
You see a brother and the brother's departing; he's 
going somewhere else. We always shake their 
hands, give them peace, and tell them, "Hey Brother 
Amor."  
                                                 
43 EXT. short for exterior, i.e. outdoors/outside provides a description of the location and also 





INSERT LIVE ANIMATION44 
A winged heart appears on a blue background and cracks in half. A picture of NEGRO, 
early teens, holding a bat, flashing gang signs emerges from the heart. A Catholic hymn 
plays in the background as the portrait of Negro fades away. The words "The Heart Broken 
in Half" appear and the blue background fades into a brick wall. 
EXT. FOREST PRESERVE - DAY  
Gang Member One and Gang Member Two walk by river.  
GANG MEMBER ONE 
This is where everybody gets together, shit. But you 
gotta watch out because you can get killed in this 
river too. Folks be in here sometimes. 
DWIGHT CONQUERGOOD  
(NARRATOR) 
They sometimes come here?  




Do they know you hang out here? 
GANG MEMBER ONE 
Yeah, they know we hang out here. So, they come 
over here too. 
We see a wall with gang graffiti.  
                                                 




GANG MEMBER ONE (O.S.) 45(CONT'D) 
They hit our walls. They start writing all over our 
walls. See right there, we got Negro right there, 
Rest In Peace.  
We see gang graffiti honoring slain gang members’ nicknames. 
GANG MEMBER ONE (O.S.) (CONT'D) 
Right here is where we have our meetings too. The 
police...I was walking down the street with my 
girlfriend...  
Gang Member One, smoking a cigarette, stands by a tree with Gang Member Two. As to 
remain anonymous, we see other gang members present in the scene through displays of 
their Chuck Taylor All-Stars shoes.  
GANG MEMBER ONE (CONT'D) 
And 'um Negro was already dead - and then they 
go, they were all cruising through there, and the two 
cops got out, and they started whipping on me. 
They started beating the shit out of us for nothing. 
And then we go "Why you beating our ass?" And 
then they go "'cause you guys are 'spics.'" And they 
started whipping our ass. 
Gang member points at slain friend's nickname graffitied on a wall. It reads "GOOFY" in 
black and gold paint.  
GANG MEMBER ONE 
He got killed. He got shot in the head and in the 
heart, I think once. Now, this Brother... he jumped 
                                                 
45 (O.S.) is defined as Out of Shot, it represents a voice or action not present on screen but 




in front of a gun for another young blood. 'Cause he 
was 19 years old, so he jumped in front of the gun 
for a King Brother. So, this Brother, we gotta give 
him a lot of respect too because he went down for 
himself. He knew it was gonna go up. He was crazy 
too. He used to be out on the street below zero 
Dwight, with a little shirt on and a sweater, gang 
banging. He used to fight like 18 of them 
motherfuckers by himself. He never used to get 
whooped. And he was a white boy. He was a crazy 
ass white boy. That was the crazy ass white boy we 
used to have in the neighborhood.  
EXT. BUILDING - DAY 
POLICE OFFICER, mid-30s, stands in uniform.  
POLICE OFFICER 
Well, gangs are... I would say the same as there are 
approximately anywhere.  
EXT. STORE FRONT - DAY 
Police officer talking to community member.  
POLICE OFFICER (V.O.) 
Well, pretty much as they are anywhere in a large 
metropolitan area. It’s something. It’s a thing of the 
times.  
EXT. STOREFRONT - DAY 





The graffiti, well they got it all over the buildings.  
EXT. EMPTY LOT - DAY 
We see a dilapidated car.  
ELDERLY WOMAN (V.O.) 
And they spray up the trucks. 
EXT. STOREFRONT - DAY 
ELDERLY WOMAN 
Whatever, whatever they can get their hands on, or 
the spray can at. 
EXT. ALLEY - DAY 
ASIAN MAN, 30s, stands wearing gun holster carrying two guns.  
ASIAN MAN 
I am not afraid. Yes, I am a black belt also, it’s no 
help, sometimes a lot of gangs, I need this. 
Points at a gun in left holster.  
EXT. STOREFRONT - DAY 
AFRICAN AMERICAN MOTHER stands with her CHILDREN who are demanding her 
attention.  
AFRICAN AMERICAN MOTHER 
Yeah, there's gangs here. There's just a few gangs, 




your back door open, sleep all night if you wish. I 
work at Seven Eleven down on Montrose, and I 
know a lot of ‘em. They're nice kids but they are in 
a gang. You know (laughs) they buy from me, but 
they are just in gangs.  
SERIES OF SHOTS 
Indigenous tribal music plays in the background. We see gang graffiti scrawled on different 
areas in the Albany Park neighborhood.  
END OF SERIES OF SHOTS 
EXT - OPEN AREA - DAY 
We see graffiti scrawled on a long wall marking territory of the Latin Kings. Tires screech 
in the background. 
GANG MEMBER ONE (V.O.) 
We're all family here. We're all Latin Kings. And 
see right there on the wall. You can read over there, 
by the crown over there, where the LK, it says 
AMOR. And AMOR right there means love. 
AMOR stands for a lot of things for the King 
Brothers. It stands for... The A stands for 
ALMIGHTY.  
GANG MEMBER TWO (V.O.) 
The crown right here that's our Nation. This is what 
we write on, right here, this is our Crown. This what 




EXT - PARK - DAY 
We see gang members sporting Chuck Taylor All-Stars shoes, to note their presence, but 
hide their identity. Gang graffiti displays in the background. 
DWIGHT CONQUERGOOD (V.O.) 
(NARRATOR) 
Street gangs have developed a complex visual code 
for displaying identity and challenging rivals. Their 
communication system, an intricate network of 
symbols, icons, and logos; is based on a binary 
opposition between two rival factions.  
INSERT LIVE ANIMATION 
The words PEOPLE and FOLKS are shown within specific groupings, PEOPLE: Latin 
Kings, Vice Lords, Future Stones, Gay Lords, Latin Lords, Bishops, War Lords; and 
FOLKS: Latin Disciples, Simon City Royals, Spanish Cobras, Imperial Gangstas, Latin 
Lovers, Braziers, Insane Popes.  
DWIGHT CONQUERGOOD (V.O.) 
(NARRATOR) 
PEOPLE and FOLKS. 
EXT. OPEN AREA - DAY 
Shirtless Gang Member One graffities wall.  
DWIGHT CONQUERGOOD (V.O.) 
(NARRATOR) 
Gang graffiti are a complex, highly structured way 




EXT. SIDEWALK - NIGHT 
Two OLDER GANG MEMBERS congregate by a parked car. They walk away checking 
their surroundings. Yelling is heard. Older Gang Member One flashes gang signs at moving 
vehicle. Older Gang Member One shakes hands in the Latin King manner with another 
gang member. 
DWIGHT CONQUERGOOD (V.O.) 
(NARRATOR) 
Street youth use the body to signify gang allegiance 
and communicate coded messages. The body 
becomes a mirror and mobile extension of the 
graffiti painted on walls. The signifying techniques 
of the body are multiple and highly nuanced: color 
of clothing, brand of tennis shoes, and style of 
lacing. In addition to the walk, "the street swagger," 
the way of holding the arms, called "crossing up," 
handshakes, and hand signing, are ways of sending 
precisely coded and power charged messages. Busy 
intersections at night become street theaters for 
these performative displays of identity. This urban 
ritual of marking turf and dramatizing self is called 
"holding down the hood."  
EXT. STREET CORNER - NIGHT 
Gang Member One stands on bus stop bench flashing gang signs at passing vehicles. 
EXT. OPEN AREA - DAY 





GANG MEMBER ONE (V.O.) 
Never leave anyone behind, we would always... 
Everywhere we go, we watch each other's back. We 
would never leave nobody running behind.  
GANG MEMBER TWO (V.O.) 
You know who's out on the street all the time. It’s 
us young bloods. 
GANG MEMBER THREE 
Once a King, always a King, that's it. 
GANG MEMBER TWO 
We out here getting shot at, getting killed.  
SERIES OF SHOTS 
- Older Gang Members hang out on street corner. Car drives past. 
- A person runs in the street as sirens blare.  
- We see Benson & Park FUNERAL HOME sign in front of the night sky.  
- Slain Gang Member, Negro, stands shirtless in front of graffiti brick wall, with a bat, 
holding hands in gang-style over his face to conceal identity. 
END OF SERIES OF SHOTS 
EXT. ALLEYWAY - DAY 






GANG MEMBER THREE 
Right here NEGRO RIP, that means this person 
right here died.  
INT. NEGRO'S HOME - NIGHT 
Through a home video, we see a lit Christmas tree. Negro, smiling with a small boy, 
embrace, as Negro flexes his bicep and locks his hand into a fist.  
GANG MEMBER THREE (V.O.) 
Before he died, Negro told us that he would like to 
die in this neighborhood.  
INT. FUNERAL HOME - NIGHT 
Negro's slain body lays in open casket while wearing black and gold, the colors of the Latin 
Kings. On his street clothing, we see an emblem that reads ALKN (ALMIGHTY LATIN 
KING NATION). Over his heart, rests a white cross.  
GANG MEMBER ONE (V.O.) 
He was still young; he was only 16 years old. 
INT. MOVING CAR - DAY 
We see a hearse arriving at the cemetery. A FUNERAL sticker displays on the dash. 
GANG MEMBER ONE (V.O.) 
He was at war. Two carloads of folks came out, 
came out on 'em with bats.  
EXT. CEMETERY - DAY 




GANG MEMBER ONE (V.O.) 
He didn't have nothing. He wanted to fight 'em one 
on one, single-handed like a brave man does, like a 
Latin King does it.  
EXT. ALLEY - DAY 
Shirtless and BAREFOOT YOUNG BOYS, 10 years old, pick trash in a dumpster. 
Barefoot Young Boy One walks away, upset and empty-handed.  
BAREFOOT YOUNG BOY ONE  
How can the children play in this garbage? 
BAREFOOT YOUNG BOY TWO (O.S.) 
We can’t even play here. 
BAREFOOT YOUNG BOY ONE 
We can't even invite our friends. This smells.  






INT. GREGORY HALL - DAY (WEDNESDAY NOVEMBER 11, 2015) 
SUPERIMPOSE: THEORETICAL FRAMEWORK 
Yessica stands alongside SPEAKER ONE, 28, who plays the role of DWIGHT 
CONQUERGOOD. Students sit at a long table, and Professor stands in the back.  
YESSICA 
(to audience) 
Denzin (2013) would call this a 'MyStory,' as 
mentioned in a book Interpretive Autoethnography 
on page 60 says: 
YESSICA (CONT'D) 
The performed text is a lived experience in two 
senses. The performance doubles back on the 
experience previously represented in the writer's 
text. It then re-presents those experiences as an 
embodied performance. It thus, privileges 
immediate experience, the evocative moment when 
other's experiences come alive for performers and 
audiences alike. One way the performed text is 
given narrative meaning of interpretive 
autoethnography is through 'MyStory.  
YESSICA (CONT'D) 
Denzin, on page 30, also quotes Gregory Ulmer 
(1989) describing: "A 'MyStory' text begins with 
those moments that define a crisis, a turning point in 






Ulmer suggests the following by saying: 
 
Write a 'MyStory' bringing into relation your 
experience with three levels of discourse, personal: 
autobiography; popular: community stories, oral 
history or popular culture; and expert: disciplines of 
knowledge. In each case use the punctum or sting of 
memory to locate items significant to you.  
 
YESSICA (CONT'D) 
But, is 'MyStory' also Dwight Conquergood's 
'MyStory?'  
We see the words "THIS IS AN EMERGENCY" project on the screen behind her.  





SERIES OF SHOTS 
SUPERIMPOSE: 'MyStory' 2004 
- Upside down stuffed, oversized, rabbit hangs on corner street poll. There is a brick 
building in the background.  
- We see a progression of images of YESSICA from childhood to adolescence. We see 
YESSICA: in-hospital bearing an abdominal gunshot wound, with old neighborhood 
friends, and pictures in college. 
- We see sunlight amidst trees.  
- We see different street corners in the Little Village community.  
- We see a shrine on a street corner, where King Lil' Reaper was gunned down. 
- We see the front entrance of King Mousey's home, where he was gunned down. 
- Two men walk across an altar that designates the spot where King Puppet was gunned 
down.  
- We see a red brick wall on a street corner, where King Short Dog was gunned down.  
- We see a train in motion where Officer Perez while conducting a stakeout, was killed by 
a passing train. 
- We see a long stretch graffiti art alley by international and local artists’ communities. 
- We see the street corner where YESSICA "marks her turf." 
- At the entrance of YESSICA's home, placed on the floor there is a plant fixed with a 




- YESSICA stands in front of her home stoically, holding a plant and red balloon. She 
releases the red balloon in the sky. She sports a red sweater over a shirt that bears an image 
of the Virgin Mary. 
- YESSICA pays tribute to her friends, who were gunned down. At the different memorial 
sites, she releases a white balloon and leaves a plant along with an image of the Virgin 
Mary. 
-  The wind blows against a stone memorial honoring young victims of gang violence, 
guarded by statues of angels.  
- We see a man walking towards the altar of a Catholic church.  
- Inside a Catholic Church, a Day of the Dead shrine is filled with pictures of deceased 
loved ones. YESSICA's mother leaves a picture on the altar. A man stands next to the altar, 
wearing a shirt displaying the image of a recently deceased loved one. 
- YESSICA stands in front of King Mousey's house where he was gunned down. She walks 
away while blessing herself. 
END OF SERIES OF SHOTS 
GANG MEMBER ONE (O.S.) 
His family took it really hard when they heard about 
him. But since they already knew he was a 
gangbanger, they probably thought it was coming 
sooner or later.  
YESSICA (V.O.) 
I try to be stronger  
than the fear  
than the pain  
than the trauma  




unrealistic to expect  
So many years,  
in deep pain  
 
I remember I used to  
cry a lot  
In secret,  
Because  
thugs  
don't cry,  
Rather we brood with  
hate and  
anger and  
vengeance  
 
That was  
my heart, it was  
in pieces, the  
love in  
it died, and  
it was  
only  
darkness,  
Darkness was the only thing  
I experienced, there was  
no light, there was  








On Tuesday, the night that I wrote this,  
I couldn't sleep because I was haunted by  
a bloody past  
 
The thoughts and  
memories  
haunted me  
for years,  
holding on to the  
memento of pain, I would go long moments  
without smiling,  
without having peace in my heart,  
without knowing what real faith was  
 
I had  
no hope,  
I had  
lost it all,  
it died,  
just like  
my heart  
died too  
 
And to think that she could have lost me, and  
I didn't care  
if I was gone 
Because sometimes, I would  
crawl into a ball and  
hope the  
pain  




I didn't want to  
exist in  
my world  
 
So, I leaned on God.  
He took it all away and  
brought anew in my heart and  
in my life.  
 
He gave me the strength to  
go on.  
The strength to fight and begin to love and trust 
again.  
 
To be here to share this  
story is nothing short of  
a miracle.  
On this night, I fought with my mother  
 
Because while writing this, I began to break again,  
 
she asked me to feed the cats. I hadn’t acted fast 
enough, I hadn’t reacted at all, I don’t know how 
much time had passed or how long she was talking 
or, I was  
 
lost again, in the  
 
pain, and in this  
 




crying at the table and she’s pissed. She’s  
pissed because  
I was reliving it again,  
and it prevents me from being at peace and  
present, naturally she gets  
pissed.  
 
I guess that’s how she  
copes with  
experiencing the deep 
pain of it.  
 
I felt like a child. I wanted her to  
hold me, and  
caress me, and  
tell me  
it was "okay," to  
assure me that there is reason in the madness and 
there is a purpose to why this was so real in my life, 
but she was concerned about the cat food. I ripped 
the bag from her hands as she was huffing and 
puffing and making that face, that face that she 
makes, that face that  
 
tells me I'm wrong, that  
 
I'm deviant, that  
 





I always get pissed at that face. It makes me 
anxious, she snaps back scolding me, saying,  
¡Que! Es la unica cara que tengo, meaning: 
'that's the only face I have.'  
 
I wish as I ripped the cat food so quickly from her 
strong hands that I could just as easily rip the 
experience of the past from  
my mind 
from my body  
as I had tried to tear the experience out of  
my head and  
my heart so  
many times, before.  
 
Because the memory was  
too painful, it  
still stings.  
 
But now, as an almost Doctor, 
I'm still revisiting  
this sting,  
 
revisiting trauma.  
 
I understand the  
past is still  
present in Little Village; the violence plagues the 
hood,  
 





SHORT DOG was one of the first to go. It was 
February 8th, he was coming back from a party and 
was parked on the corner of Homan and 25th. At 5 
AM, he was sitting in the van with MALU, when a 
bullet came in through the car window and caught 
him dead in the neck. He died on the spot. There 
were claims that Malu was flaky meaning: she was 
associated with many different gangs, from 
different sides, both FOLKS and PEOPLE. She 
didn't have loyalty towards anyone. At the time, she 
was messing around with an SD46, and she set up 
King Short Dog. Years later, she was still around 
the hood like nothing happened.  
 
He used to call me "Barbie Doll," and said I had a 
bright future. He encouraged me to go to school and 
make a "BETTER life for myself," a life 
"OUTSIDE of the hood."   
 
There are many friends—between and before, and 
after, many friends that I have yet to tell you about. 
 
So, I'll tell you about MOUSEY, aka Conrado. We 
had a tumultuous relationship for close to four years 
and it cost me my best friend but only briefly, 
because on that day of the wake, my ex-best friend, 
'GUERA,' walked up to me, thin frame in a black 
dress, black eye makeup running, as her pale white 
lips moved to say,  
 
                                                 




"I'm sorry.. I’m sorry for your loss."  
 
We hugged and cried, and cried some more, and hit 
the peace pipe to make things right. She showed up 
to the house later that afternoon, in her usual tight 
jeans with the bedazzled back butt pocket and Ed 
Hardy Hat. I invited her to a party at the forest 
preserve to commemorate Mousey. She was a little 
reluctant. I made her wait for over an hour while I 
got ready for the party. I hadn’t fully forgiven her 
for her affair Mousey. While waiting, she became 
aggravated in our newly rekindled friendship and 
left angry. I didn't care, I didn't care about anyone.  
 
I didn't care because everything at that time was 
filled with confusion. I didn't care because that day 
I was so affected by the way Mousey died. The last 
I heard of him, he was locked up for some time. He 
had only been out for three days and was messed up 
to hear about King Short Dog's passing. At 3 AM, 
as Mousey sat on the stoop of his home on Cermak, 
he soberly contemplated life, as he usually did at 
that hour. Unexpectedly, a masked man arrived at 
his doorstep and shot him point blank, all over his 
body. Mousey walked into his house, shot up, 
collapsed at his sister's feet, dying in the living 
room on the floor of his mother's house. Mousey's 
mother died a few months earlier in Mexico. 
Mousey couldn't be there because he was locked up 
at the time, but I have a feeling they were together 
again that morning, there on the living room floor. 





After all, I never made it to Mousey's 
commemoration party. I planned to go, but I 
couldn't because I was at the hospital that night.  
 
Because on the way to the party, we decided to take 
31st street. On the corner, we saw KING BOGUS 
as he waved with great animation towards the van 
my sister and I were driving.  
 
He was screaming that just seconds before, he had 
been shot at on the corner of 31st and Lawndale. At 
the corner appeared the shooter and began shooting 
at us.  
 
We had to get moving. We drove to the hood, and 
that's when I saw KING PUPPET. King Bogus 
warned everyone of what had just happened, saying 
"watch out brothers' there's folks lurking in the hood 
and they're strapped." 
 
Puppet takes action, grabs the strap, and runs west 
on 25th street. Three blocks later on Central Park, 
he runs into the van. The folks got the best of KING 
Puppet, he  
died on the scene,  
shot in the head,  
 
killed in the street, in cold blood,  
may he rest in peace.  





INT. GREGORY HALL - DAY (WEDNESDAY NOVEMBER 11, 2015) 




(paraphrased from Freire, 1970) 
The silence of culture, a negative, silenced, and 
suppressed image of self-according to Freire, is 
created within the system of dominant social 
relations. A learner must develop a critical 
consciousness in order to recognize that a “culture 
of silence” is designed to oppress. The culture of 
silence can also cause dominated social populations 
to disengage and refrain from critically responding 
to their own oppression and lose the means 
altogether. The social domination of race and class 
are consistently integrated within the conventional 
education system. Through this system,” the culture 
of silence” contributes to the elimination of paths 
that lead to a language of critique. The goal of 
health research should be aligned with the 
understanding that healing is what historically 
oppressed communities need, and that healing starts 
with the individual. Writing through that pain and 
struggle brings freedom from the oppression of 
silencing it.  





BACK TO PRESENT: 
INT. GREGORY HALL -CONTINUOUS- (WEDNESDAY NOVEMBER 11, 2015) 
Yessica and ACTOR ONE, plays Dwight Conquergood, sit in front of the class facing each 
other. The room darkens, spotlight shines above them, they begin the skit. 
SUPERIMPOSE: IMAGINARY DIALOGUE WITH DWIGHT 
YESSICA 
So, you're saying that they would rather die on the 
streets, as a king, then be a busboy? 
ACTOR ONE  
(DWIGHT CONQUERGOOD) 
No, that's not what I'm saying, it’s about being 





We were supposed to "watch each other’s back, 
never leave nobody running behind," and "look out 
for each other." What are you doing Yessica? 
YESSICA 






 (DWIGHT CONQUERGOOD) 
I need confirmation that "you’re down," that I can 
trust you, "that your keeping in touch," we were 
supposed to "hang together, be tight."  
ACTOR ONE (CONT'D) 
(DWIGHT CONQUERGOOD) 
What are you doing kicking up all this dust, you 
want to get in bad with them (The Latin Kings)?  
ACTOR ONE (CONT'D) 
(DWIGHT CONQUERGOOD) 
As an ethnographer, it is essential for you to be on 
the streets.  
YESSICA 
Yeah, I was already on the streets, but at that time I 
was not an ethnographer. I was not a participant-
observer like you. I was not a researcher. That was 
real life: no papers, no cameras, no theoretical 
framework or interpretation of coded messages, 
symbols, icon, logos, just real life... I couldn't 
interpret it or analyze it. It was so real and painful. 
It was my whole world, to speak against it, would 
be an end to that world. That was too scary at the 
time because I didn't realize that there was an actual 
world outside of the hood.  
YESSICA (CONT'D) 
We made that. We created that WORLD, THE 
ALMIGHTY LATINS KINGS WORLD. Why did I 




Did it stem from poverty? Did it stem from culture? 
Did it arise from not having 'A language of 
critique?' 
YESSICA (CONT'D) 
Because the outer world doesn't give a S H I T 
about the colors I wore, the hand signals I drew, the 
swagger I walked with.  
YESSICA (CONT'D) 
But in the hood, that matters. It matters so much to 
become a matter of life and death.    
ACTOR ONE 
(DWIGHT CONQUERGOOD) 
Can you go back there? 
YESSICA 
Yea I live there! Ok, so wait, Dwight, you can 
identify "signifying techniques of the body [as] 
multiple and highly nuanced: color of clothing, 
brand of tennis shoes, and style of lacing." You've 
identified LATIN KINGS ways of "sending 
precisely coded and power charged messages," and 
described the hood as "street theaters for these 
performative displays of identity. This urban ritual 
of marking turf and dramatizing self is called 
'holding down the hood.'"  
Yessica scratches her head in dismay. 
YESSICA  (CONT'D) 







Wait, wait. Yessica, I just want to know if you can 
go back IN? 
YESSICA 
(Sighs) What! Why!?  
ACTOR ONE 
(DWIGHT CONQUERGOOD) 
"Periodically I had to withdraw from the streets to 
write papers and attend Conference... The 
homeboys took note of my absence and chided me 
thus: 'Where have you been? Be around, be around 
the hood, so that we can see you, so we can be with 
you,' they wanted to see me, be with me, so we 
could co-experience the hood–our shared and 
overlapping cultural space. Intercommunal 







Because they're all dead ok, how many times must I 
tell you??!! 
 
                                                 






What about the peewees, shorties, or wannabes?  
ACTOR ONE (CONT'D) 
(DWIGHT CONQUERGOOD) 






The hood!! I don’t know we seem to be speaking 
two different languages.  
YESSICA 
Yeah... seems the same to me. I want your help, tell 
me more about intercommunal communication.  
ACTOR ONE 
(DWIGHT CONQUERGOOD) 
Well, it’s rooted in co-presence, which is why I’m 
telling you, you have to be there. 
YESSICA 










Well, Imago Dei is a program for at-risk youth, 
vulnerable to joining a gang. They come from both 
sides FOLKS and PEOPLE, grades 5 to 12. We 
teach them to do, art and with that practice, we 
beautify community spaces by transforming walls 
that are historically used for gang graffiti. We create 
graffiti murals all over the hood that promote 
images of peace and faith. And Padres Angeles, 
that's my mom and Doris's group. They support 
families who have been affected by the violence in 
several ways.  
ACTOR ONE 
(DWIGHT CONQUERGOOD) 
So why did you leave that group? 
YESSICA 
Because I'm writing, and I had to check out, I 
couldn't manage. I would get frustrated. I felt like a 
baby sitter. They wouldn't listen or change. They 
didn't want to follow the curriculum. They didn't 
want to do art; funders didn't want to give us 
funding. I felt like I was swimming upstream, and I 
got tired. I got angsty and re-triggered. I thought I 
could fix the hood, but I saw that things weren't 
changing fast enough. So, I went back to academia 
and tried to ignore it. I tried to ignore and forget my 
past. I just wanted to walk away from it because it 
was too painful to face. Yeah, I feel shitty about it, 







A Ph.D. for what? 
YESSICA 
Interpretive methodologies. I came here to study 
works to give meaning to my life, works like yours, 
and those of the lives I want to support. So, I argue I 
am still co-present in a sense, but... 
ACTOR ONE 
(DWIGHT CONQUERGOOD) 
Well, that's good, academic spaces encourage that 
sharing of ideas and identities. Gang 
communication is similar, it’s all about blending 
and merging identities into the group: "The 
Brotherhood of man, blending like the waves of one 
ocean, shining as the sun, one soul many bodies… 
all of powers and all our desires thrown into the 
mission of human service and united into one 
"Single Gold Sun" (Latin King Manifesto)48 
YESSICA 
So, what about communication within academic 
spaces like the Institution? The Latin King 
Manifesto reminds me of the model of Inclusive 
Illinois, where the claim is–one campus, many 
voices–valuing and respecting the many voices, 
ideas, and perspectives. It is about creating, 
                                                 
48 Latin King Manifesto is a secret pack and list of rules that describes gang mission, affiliation, 
roles, and responsibilities, as well as consequences of inaction or not following rules. Further 




building, and sustaining spaces, places, and 
environments that are welcoming, inclusive, and 
affirming. It is about building communities, 
relationships, and friendships that cross the 
traditional boundaries of identities. It is about 
crossing the invisible borders, boundaries, and walls 
that create separate communities. These can be 
boundaries based on special interest. They can also 
be based on values, beliefs, lifestyles, and life 
experiences.  
 








Because it’s institutionalized. It is embedded in 
international recognition and prestige.  
ACTOR ONE (CONT'D) 
(DWIGHT CONQUERGOOD) 
Back to the real issue, can you be part of the 
collective? because "in-line with the work of Padilla 
who also conducted field-work in streets gangs in 
Chicago, noted that "to them, individual behavior 





ACTOR ONE (CONT'D) 
(DWIGHT CONQUERGOOD) 
So, forms of communication like pagers...  
YESSICA 
Pagers? There's even a thing called cyber gang 
banging. You can LIKE them on Facebook now. 
Advances in technology, however, lead to new sets 
of spaces of representation that may lead to future 
violence and retaliation, over a post. 
ACTOR ONE 
(DWIGHT CONQUERGOOD) 
Well, this is an interesting communication 
phenomenon, just like the gangs. I have described to 
you their ability through communication channels, 
to build a sheltering world of mutual support and 
well-being, a hood, through complex and creative 
communication practices.  
YESSICA 
Yeah, you say all that, but people are still dying 
from the violence. 
ACTOR ONE 
(DWIGHT CONQUERGOOD) 
However, intercommunal cultural space of the 
“hood” needs to be understood as an adaptive 
response of bulwark against dominant spaces and 
structures of exclusion and oppression. No 
ethnography of gang "group communication in 




the macro context of communication that have 
created the "gang problem." 49 
ACTOR ONE (CONT'D) 
(DWIGHT CONQUERGOOD) 
The gang members among whom I lived were 
labeled, textualized, but these weren't postmodern 
texts of infinite open-endedness and free play. 
Instead, these were hard-edged texts in the bulging 
files of police and prosecutors that underscored the 
authority and power of surveillance, control, and 
incarceration.  
YESSICA 
Yeah, you begin to live up to your socially 
constructed world. You are then labeled with that 
social construction, and there is power in labels. 
Then you blame the victim. Diverting attention 
from the political and economic macro patterns of 
exclusion and displacement, which shape micro 
textures of everyday struggle for poor and socially 
marginalized people.  
ACTOR ONE 
(DWIGHT CONQUERGOOD) 
The children of entire neighborhoods are viewed as 
disposable by legislators and policymakers. The so-
called "disorder" of the inner city, is linked directly 
to the stability of affluent suburbs: "mainstream 
                                                 




spaces such as suburbs, are also active agents in the 
destabilization of ghetto communities.”50 
ACTOR ONE (DWIGHT 
CONQUERGOOD) AND YESSICA (CONT'D) 
If communication is part of the creation of the 
"gang problem," then communication must be part 
of the solution.  
Lights switch on. Several audience members have tears running down their face. The 
silent room becomes flooded with applause. Yessica sighs. Yessica shares a smile with 
her mom whose eyes are filled with tears.  
END OF ACT SIX 
FADE OUT. 
  
                                                 
50 The text from ACT six was extracted from the Chapter “Homeboys and Hoods” from the book 




CHAPTER FOUR: MYSTORY AND PERFORMANCE AS COMMUNITY ENGAGED 
SCHOLARSHIP IN KINESIOLOGY AND QUALITATIVE INQUIRY 
 
If situations cannot be created that enable the young to deal with feelings of being 
manipulated by outside forces, there will be far too little sense of agency among 
them. Without a sense of agency, young people are likely to pose significant 
questions, the existentially rooted in which learning begins. (Green, 1998, p.3) 
 
4.1 Understanding Research Processes in Community 
  
“Qualitative methods are not intrinsically progressive” (Bowleg, 2017 p. 677), such that 
conventional health disparities research is done ON communities rather than WITH them. As 
such, the data, analysis, interpretation, findings, and dissemination of health research is filtered 
through the voice of the researchers and academics instead of the community. I believe that 
communities and academia alike have a narrow view of what participatory research is and how 
to generate it within the social sciences such that within academic and community settings, 
“issues of participation, knowledge creation, power, and praxis” (Wallerstein & Duran, 2003 p. 
44) are authentic tensions. In turn, the research process happens in misalignment –where the 
investigator’s goals for research are not created in conjunction with those of the community. 
Often the research is top down such that research agendas are positioned based on available 
funding mechanisms and goals of funders or academic institutions versus those of community. 
This dissertation inherently interrupts that process through performance pedagogies of MyStory, 
autoethnographic performance, and ethnodrama, which gives voice to community in the most 
equitable and authentic way by allowing it to tell It themselves. 
We must consider the research process as a way to reduce health disparities and address 
fundamental questions: “What is the purpose of this research? Who benefits from the research? 
How are the results of research used [or disseminated]? How can the research contribute to 
reducing health disparities?” (Israel, Schulz, Parker, Becker, Allen III, & Guzman, 2003, p. 54) 
and specific to this dissertation, to whom does this autoethnographic/performance text speak? 
(Mykhalovskiy, 1996; see also Sparkes, 2000). Within these questions, we can understand issues 
of representation, ethics, embodiment —all to advance community-based research and 




unpack larger narratives51 that move the needle of representation closer to how the individuals 
create their own narratives and performance. Community becomes the stage: the performer 
moves the scope from self-truth through a provocative lens of expression where spectator 
becomes the actor, the observer becomes the self-observed.  
 With my community-engaged lens, I envision contributing autoethnography and 
performance to KCH to present an opportunity to give voice to populations who have been 
historically oppressed and many times silenced. Community members do not have the same tools 
for inquiry as academic investigators, who have acute expertise and years of specialized training. 
Wallerstein and Duran (2003) suggest that often researchers are unaware of their privilege 
claiming that researchers are not honest about their power biases –as people who have education, 
resources, skills, privilege due to race. This may be perceived as greater than the people we study 
and claim to help. “We need to understand how our personal biographies inform our ability to 
interpret the world, both in understanding the problems and in visioning community strengths” 
(p. 44). 
Within community-engaged scholarship, we must call into question whose knowledge 
counts (Ingham and Donnelly, 1990) within the “prestige hierarchies” of the contemporary 
university and whose does not (Fine, 2012). Silk, Francombe, and Andrews (2014) unpack the 
sense of “privilege” and “legitimacy” which is part of institutions of higher education, 
emphasizing that in exchange these institutions should be spaces for the “production of 
democratic, civic, moral and critical knowledge” (Silk et al., 2014, p. 5). Andrews, Silk, M., 
Francombe, J., and Bush, (2013) “McKinesiology” a critique, is presented about the field of 
kinesiology claiming it is far from integrated, where predictive over interpretive ways of 
knowing are prioritized. A similar article by Andrews and colleagues suggests that the field’s 
evolution is stifled by a commercialization of market-driven universities that fail “to fully 
acknowledge and support the contribution of social-, cultural-, philosophical-, and historical-
focused research and understanding precludes the actualization of kinesiology’s expansive 
intellectual promise, impact, and potentialities” (Andrews, Silk, Francombe, & Bush, 2013).  
                                                 
51 I have noted that there is diversity in health outcomes and wellness amongst community 
members based on: different circumstances of documentation status, life experience, 
sociodemographics, acculturation, access to resources, employment, educational attainment, and 
social support. It can be seen that the Latino community can be equated as an overarching group 




A re-imagination with the inclusion of performance pedagogy and stories produced 
through autoethnography/MyStory in community-based participatory research, CBPR can 
advance community perspectives of the body and health. In contrast to traditional research, 
CBPR in public health, is research informed by equitable partnerships among “community 
members, organizational representatives, and researchers in all aspects of the research process. 
The partners contribute ‘unique strengths and shared responsibilities’” (Green et al., 1995 p. 12; 
See also Israel, Schulz, Parker, Becker, Allen III, & Guzman, 2003, p. 54). CBPR is an important 
action research practice that builds upon a given phenomenon, looks at social issues with interest 
in cultural dynamics, and supports knowledge generation to improve health and well-being. 
(Hatch et al.; 1993 Israel, Schultz, Parker, Becker, 1998; See also Israel, Schulz, Parker, Becker, 
Allen III, & Guzman, 2003, p. 54). This approach allows for knowledge generation and creation 
that is practical and critical which in turn seeks to create equitable processes to balance power 
dynamics at play in research. With social change and participatory action as a goal in CBPR, 
there should be priorities placed on barriers and facilitators to human agency (Wallerstein & 
Duran, 2003) and health. This orientation to research also cannot exist without practical 
applications of the community (Minkler & Wallerstein, 2003, p. 41) such as the MyStory which 




4.2 MyStory in Practice: How To for Healing 
 
Traditional methods, often objective, protect researchers from getting too close to the 
participant, creating distance yet are later tasked with objective interpretation and systematic 
analysis. This leads to incomplete narratives in research that for the sake of this chapter I will 
call stories—here furthered, as the MyStory. What this work advocates as a specific 
recommendation to the field, is for the importance of performance-based methodologies to be 
presented as relevant for community-based participatory research. One can understand that 
community members might not be fashioned as performance-based scholars. However, an 
individual is capable of recalling their story. Below I will detail how Ulmer and Denzin posit the 




members and lay persons. MyStory can also provide therapeutic relief as the body stores trauma 
and memory in the body that can be untapped and released through MyStorytelling. This section 
serves as specific recommendations to the field and calls for the integration of these 
methodologies into research and practice. 
I build from a perspective that autoethnography has a significant involvement in 
relationship to MyStory. MyStory serves more as a technique/prompt to develop 
autoethnographic/performance text. Through the use of the performance in this dissertation, 
lived-experience is embodied through MyStory (Ulmer, 1989, 1994) and stories that shape my 
life as an example to the field and CBPR orientation. MyStory, or mystoriography, is a phrase 
coined by Gregory Ulmer (1989, 1994) that began in the late ‘80s to early ‘90s as an emerging 
hybrid genre. MyStory is important because it frames all performances in this dissertation, 
bringing together four areas of discourse through which we make sense of the world: The 
personal (family), the popular (culture, entertainment, media), the discipline (MyStory can be 
done in a range of disciplines that of the story teller’s choosing), and the political (school, 
institutional, state, national).  
 This vital, creative process takes on many forms, i.e. poetry, narratives, imagined 
performative texts, film (audio/visual), and short stories. It also positions itself in popular 
narratives, cultural viewpoints, and presents reflections of the lived experiences as a truth. 
MyStory was first introduced in the book Teletheory (1989), within a framework of heuristics 
and hermeneutics education, by Gregory Ulmer. He positioned MyStory as a digital writing 
genre which functions by pattern formation not by argument as in traditional forms of research 
writing.  
 MyStory can provide a space for healing through the therapeutic practice of writing. A 
MyStory can be a myth and critique at the same time. Ulmer believes this practice of writing 
simulated “the experience of invention” across discourses key to the formation of any inventive 
process. MyStory is simple narrative but also an important hybrid genre which Ulmer believed as 
a new kind of pedagogy for the Internet/Video age. Within current educational context, modes of 
writing taught tend to appear on the side of discovering what is already known. These are 
attempts to prove scholarly aptitude rather than “theoretical curiosity” thus discouraging the 




considerably on MyStory in the dissertation as it was a method taught to us by Norman Denzin 
in the course SOC 580.  
I believe the MyStory is an important “adaptive” methodology that lends technological 
advances to traditional research with the focus on presenting new voices into the field in creative 
ways. The fact that MyStory is not widely disseminated in research and even less likely used in 
KCH, I found the opportunity to position the MyStory method as a tool for self-discovery, 
cultural production, and healing which can be the overarching goal of research in many respects. 
The MyStory allows the author- the autoethnographer- to prioritize epiphanic moments of their 
lives and situate in a historical time and culture. This style of writing as a qualitative method can 
be advantageous to expose underpinnings on health similar to that of the work done in a therapy 
session or life-story interview/oral history/biography. In a basic sense, a MyStory is a personal 
story with real-life characters that allows for truth to be shared and understanding to be 
improved. The conditions or life events that shape health and wellness and can give a world view 
of the lives of community members involved in the MyStory. MyStory has many positive 
attributes and advances for mental and emotional health instilling ownership of one's life 
providing relief of stigma, shame, and trauma as well as access to a healing modality that is cost-
effective for individuals, research institutions, and potential health system.  
Through a writing exercise/technique individuals can be engaged through a MyStory, and 
further create important opportunities for community involvement in truth telling –sharing 
his/her story. This assertion goes a step further by calling the MyStory an engaged practice 
which community members should have as a tool for self-discovery. Through this embodied 
practice community member becomes autoethnographer, the researched becomes the researcher. 
The autoethnographer has a chance to invent their trauma and find new applications for healing. 
Ulmer (n.d., p. 209) describes the pedagogical exercise that requires students to practice the art 
of speculation and invention that is MyStory:  
 
Does anyone want to make a MyStory? Why not give this assignment to a class or try it 






Ulmer provides further details on the process and elements required to produce a MyStory. 
Composing a MyStory goes as such: 
 
Write a MyStory bringing into relation your experience with these three levels of discourse 
-personal (autobiographical), popular (community stories, oral history, or popular 
culture), expert (disciplines of knowledge). In each case use the punter or sting of memory 
to locate items significant to you; once located, research the representations of the popular 
and the expert items in the collective archive or encyclopedia (thus mixing living and 
artificial memories). Select for inclusion in your text fragments of this information most 
relevant to the items in your oral life story. Arrange the entries to highlight the chance 
associations that appear among the three levels. Organize to highlight the chance 
associations that other (or both) of the following formats:  
1)  vita minor: a resume including entries representing the sources of your ‘images of wide 
scope’ in your personal and community background.  
2) puncepts: sets of the fragments collected on the basis of a single shared feature.  
 
 
Denzin expands this in his course, SOC 580 in three parts (Denzin, 2010, p. 118). All of the 
performances in this dissertation utilized the MyStory framework as described in the course 
syllabus excerpt below: 
 
Part 1: Experimental, personal experience, autoethnographic text, based on an epiphanic 
moment in your own life connected to a moment of loss, an act of activism connected to 
heightened racial/gender/classed consciousness. Deploy the representational strategies of 
Spry, Saldana, Madison, Ellis, Carver, Diversi-Moreira, Holman-Jones, Tamas, Rambo, A. 
Smith. 
Part 2: Revision, ala Saldana, Smith, Madison, Denzin, of Sept. 9 manuscript, constructing 
a dramatic performance text to be co-performed, connecting this epiphanic experience to 
the intersection of the personal, the popular, the political and the cultural.  
Part 3: Use Ellis, Kaufman, Saldana, Madison, Diversi-Moreira, Tamas, Jones, Giorgio, 




Denzin, and the MyStory as a model for producing a dialogical, emancipatory play to be 
co-performed by/with class.  
 
 
Producing the MyStory was very difficult as mine exposed family hardship and trauma that once 
mention had to be addressed. The idea for the classroom setting was for it to be a safe/sacred 
space to excavate these stories in ways that mitigate the risk of the vulnerability or even 
empower the student to create relationships with student and professor building powerful bonds 
that bring change. The sacred space is a platform where the student/author can construct an 
understanding who you are as a person and what you’ve been through and look to the community 
(NATION 580) as a form of support or in solidarity. Every week we would “break bread” 
through a family style potluck of comfort food. This practice brought nourishment and 
connection despite the difficult topics we were grappling with in class. Denzin reflects on this 
“safe space” approach as it is important mission in the course and method. 
 
A major goal is to create a safe space where writers, teachers, and students are willing to 
take risks, to move back and forth between the personal and the political, the biographical 
and the historical. Under this framework, we teach one another…We talk about painful 
experiences, those moments where race, class gender, and sexuality intersect. We take 
these risks because we have created safe space for such performances—from classrooms, 
to conference sessions, to the pages of journals, and in our books—and the pay-off is so 
great. We are free in these spaces to move forward into new spaces, into new identities, 
new relationships (Denzin, 2017, p. 14) 
 
 
During the MyStory process the autoethnographer experiences vulnerability with the subject 
matter being related to the author's actual life.  The fact that vulnerability is focal when sharing 
one's story or one’s truth makes the idea of a sacred space important to the methods of 





 During formal presentation of the MyStory certain students of color often times felt as if 
their stories were contended or not well understood. I identify as a person of color but didn’t 
have the same experience. During the course I personally focused so heavily on the writing and 
performing of the MyStory (towards the theory and the method) that I didn’t look to the audience 
for a response. I had experienced a high level of trauma from the living through and writing of 
the MyStory as the nature of the writing touches on things close to my identity. 
 
Thus, from the beginning, experimental writing has been closely connected to gender, race, 
family, nation, politics, capital, technology, critical social theory, and cultural criticism, 
that is, to debate over questions of knowledge, and its representation and presentation. 
(Denzin, 2017, p. 11). 
 
 
MyStories like stories or experimental writing in general, are a natural way of experiencing and 
communicating the human experience as a practice that has been historically and cross-culturally 
significant for generations of communities. MyStories can build collective narratives of struggle 
and triumph, not told from top-down perspectives but from those experiencing the traumas and 
transformations. Safe spaces make it possible for individuals to share a truth that was once 
guarded and concealed from other’s knowledge. Ultimately for me the practice of MyStory was a 
very necessary therapeutic technique to move forward. The MyStory became social capital 




4.3 MyStory Against the “Forbidden Narrative” 
 
In qualitative methods, those who write autoethnographies and narratives of self have 
produced “forbidden narratives” (Sparkes, 2000 p. 22; See also Charmaz & Mitchell, 1997, & 
Church, 1995) or concealed stories. Elements of self are present in forbidden narratives –
inadvertently exposing these concealed truths may lead to vulnerability –an imbalance of power, 
i.e. between researcher and researched where power positionality exists. This positionality 




practice. Through positioning the self, seeking truths of self and other, sampling parts of the life 
experience, autoethnography provides insights into complexities that allow for an understanding 
of how individuals experience health and wellbeing within communities. I position performance 
pedagogy of the MyStory52 and autoethnography as a way to produce hidden/forbidden texts. 
Autoethnography also helps us understand the relationships and social contexts of health issues.  
There is a push against silent authorship in the work of autoethnography –instead, in 
autoethnography, the author is a major character who foregrounds his or her voice and is present 
in the text. Formative to this work, Stanfield (2006) cites Denzin (2010) who reminds 
autoethnographic writers to revert from silence and instead tell and re-tell, learn new parts of the 
story, as research practices can and should improve quality of life for groups that are “oppressed, 
marginalized, stigmatized and ignored… and to bring about healing, reconciliation and 
restoration between the researcher and the researched” (Stanfield, 2006, p. 725; See also Denzin, 
2010).  
Creative approaches move away from the formal tone found in traditional scientific 
writing. Unique to autoethnographic writing, the text seeks to reveal the first-person perspective 
across personal narratives/accounts, and portraits of lived experiences which are brought forward 
through a sociological imagination. C. Wright Mills direction and writing is influential to the 
autoethnographic writing in this dissertation, as Mills urges “sociologists to write from their 
biographies into the spaces of history and culture… join the personal with the public… [and] 
change history by inserting ourselves into it; [where] our project is to change society, not just 
interpret or write about it” (Denzin, 2010, p. 1, quoting Mills, 1959) and connect these to public 








                                                 
52 Reminder: MyStory and autoethnography are used interchangeably in the text, as MyStory is a 




4.4 Performance: Chan Is Missing: The Search For Ph.D.  
 
Chan is Missing: The Search for Ph.D. is a one-act play performed in the seminar SOC 580 
where five students, myself included, describe their search for the Ph.D. This performance text 
concludes this dissertation to present the possibility of performance as a space for dialogical 
examination within many aspects of the lived experience and the embodiment of it. This 
conclusion presents a discussion on what motivates one to embark on a PhD. Within this, 
performers share universal experiences, personal truths, positionality, and begin to question their 
memory, identity, and abilities throughout the text as a representation of what many students face 
when in higher education especially when embarking in the autoethnographic practice of self-
inquiry. In this shared understanding performers connect their stories in unique ways and moved 
the performance from one performer to the next almost as if to pass the baton to describe why 
you pursued Ph.D. The film Chan is Missing (Wang, 1982) is instrumental to our focus, as the 
movie highlights issues of representation and feeling othered. Denzin (1994), also uses the Chan 
series to contrast with “the 1981 Wayne Wang film, Chan Is Missing. These texts are fitted into a 
cultural studies perspective which criticizes the voyeuristic, investigative project of the 
traditional Asian eye.” The film is positioned throughout the performance by the character, Chan 
is Missing, to create overlap on the topics from the film and those within the stories from the 
performers. The idea of a puddle is presented from the film, where the puddle is a murky area of 
confusion –one in which the performer is trying to find meaning and clarity within. This again 
touches on universality and intersectionality as an output of autoethnography and co-
performance. This piece is valuable to scholarship as it reveals the complexity of the Ph.D. 
process and the diversity of paths that brought the performers to this process. The performers are 
from different countries, different ethnic backgrounds, different fields of study, and despite the 
diverse identities all ended up at the University of Illinois in a Ph.D. and pupils in the seminar. 
This performance text has been formatted to fit within the example of other similar performance 
text from SOC 580 as presented in ‘Chapter Six: Reading, Writing, and Publishing the 
Experimental Text” of the book Qualitative Manifesto by Norman Denzin, 2010. The 
performance develops in five scenes: It was Supposed to be About the Community; Exposure 
Matters; Mundane Moments with Teachers and Professionals; Rediscovering the Self, Mind, 




Characters: Chan is Missing, played by Norman Denzin 
         Speaker One 
         Mentor 
        Speaker Two 
        Speaker Three 
        Speaker Four 
        Speaker Five 
 
Staging Notes: Performers are seated around a seminar table on the third floor of Gregory 
Hall, a four story, 125-year-old brick classroom on the campus of the University of Illinois. 
There are 25 chairs along the walls around a 40-foot-long wood table. Two large nature 
paintings on loan from the art department hang on the north and east walls of the room. 
There is a pull-down screen at the south end of the room for projecting video. Overhead 
lights are dimmed. Sun streams in through the two north windows. It is 1:00 in the 
afternoon. The time is the present. There are [7 voices, Chan is Missing, Speaker One, 
Mentor, Speaker Two, Speaker Three, Speaker Four, and Speaker Five] The first speaker 
reads the text to Speaker One. The second speaker reads the text for Speaker Two, and so 





SCENE ONE: It was Supposed to be About the Community 
 
Speaker One: Absent memory, according to Ellen Fine (1988), is a memory that one knows 
exists but that is “repeatedly met with silence” of those “who transmit the wounds of suffering 
but not the memory” (p. 44; See also Giorgio, 2013, p. 418).   
SETTING: April 2012 Chicago Illinois, Midwest Minority Conference UIC  
 
Speaker One: I don't want to remember. I had to pay a lot for this learning process. I am 
charged with the stress of someone else’s career success and tenure.  
 
Mentor: I'm pregnant  
 
Chan is Missing: What do you mean about identity? I got my own identity. 
 
Speaker One: Oh, wow! Congratulations.  
 
Chan is Missing: Tough shit man. Hey when I was in Nam man, I was getting shot at by my 
own people. 
 
Mentor: “I need you back. I need you for just a few more years. If you could see it like this, you 
will come to Champaign, ‘work’ for me for three years and get a doctorate out of it, that simple.” 
 
Chan is Missing: Why you tripping so hard? Is (s)he really a friend?  
 
Speaker One: “Hey, I’ll be right back. I have someone waiting for me, just over there.” I say as I 
run away to hide in another room. 
 
Chan is Missing: What are you tripping on this shit for.  
 
SETTING: January 2013. Two semesters have passed, recently moved on campus to Third and 




Chan is Missing: What's in it for you? Why you tripping so heavy? The guy’s fucked up man. 
He couldn't cope. He couldn't cope with it.  
 
Speaker One: I went back to “work” for her. The nature of the relationship seemed to change as 
five years passed. Not blatant, but somewhat a distortion of authority. For the next two years, the 
abuse would become a well understood part of the Ph.D. process. Her power plays had become 
accepted as just another part of being a vulnerable student. Keep your head down and take it – 
the ode of graduate students; and show up the office at 8am, anyway, with a smile. I felt that a 
smile could conceal the exhaustion. No one will notice that something is “wrong,” I imagined. 
After a while the tension became too much to conceal and obvious to other lab members. I was 
being stretched past my limits. The overwork and stress taking a toll on my body. I fell ill often. 
In response, I would put on nice outfits and heavy makeup on a daily basis. At the time that was 
my way of “selfcare” –a way of showing that I was “ok.”  
 
Chan is Missing: I feel for the guy because I can understand him. Maybe you can't but I can. 
 
Speaker One: I worked for days on end, on projects and papers. Taking care of loose ends, room 
reservations, picking up keys, data collection, recruitment, tracking down participants, planning 
lab meetings, grading, preparing food, gathering supplies, always handling her lightweight. 
Overworked, I lost my vision, got carpal tunnel, was always anxious and stressed. I traveled 
100,00 miles worth of visits to the research site/my community in Chicago. I opened my 
community to do another’s “research.” We came in, investigated, and stepped out. But I still 
belonged to that community. Once the project didn’t go as expected and for other reasons, she 
asked me to leave the lab. Insignificant findings –did not yield favorable results. They were all 
sedentary –the participants had a very low health literacy and the behaviors were too embedded 
in a culture. That was the view. The participants became data points. I felt that because she 
didn’t get the data she wanted she helicoptered out of the community, taking her funding and 
promises. There was no more use for me. She conveniently reported the data, applied for more 




Chan is Missing: Hey man I understand the situation. Don't tell me I don't understand the 
situation. You know what she was trying to do? She was trying to use the negative to emphasize 
the positive, that's what she was trying to do. Now you get it? 
 
Speaker One: I didn’t see her in the office for a pair of days. Soon after, my computer access 
was restricted and the locks to the office were changed. I still put on a nice outfit, heavy makeup 
and left for the office by 8 am. I knew something was wrong, there was no hiding it anymore. 
She came into the office and demanded: Mentor: “leave now, get out! I want you out. I want you 
to find someone who loves you, and go work for them!... Please leave immediately.”  
 
Speaker One: I was easily disposable. 
  
Chan is Missing: This mystery is appropriately Chinese. What's not there seems to have just as 
much meaning as what is there… nothing is what it seems to be. I guess I'm not Chinese enough, 
I can't accept a mystery without a solution.  
 
You see, I said listen, but you don't listen. You guys got to look in the puddle. I mean 
knowledge, it makes us free... I see regular things, and everyday things, for years’ people do 
normal things and all of the sudden, something happens. Without a reason, without a trace.  
I already given up on finding out what happened… but what bothers me is I don't know who 
(s)he really is.  
 
Maybe (s)he believes immigrants needed to be taught as if they are children.  
 
Speaker One: We are both immigrants, her to this country and me to academia.  
 
Speaker One & Chan is Missing: But really, I am just an eccentric, who likes mariachi music. 
But the problem with me is, I believe what I see and hear. But everything is so contradictory. 




Speaker One & Mentor: I’m telling you all of this in a way. I am resigning myself and you to 
the idea that parts of my telling are confounding. I care about you understanding, but I care more 
about concealing parts of myself from you. I don't trust you very much.  
 
Speaker One: Here is my telling of the trauma of a Ph.D. student. I wonder about the different 
endings, the unfurled characters, the words that didn't make it to the page, and the antiheroes 
who do not get the shine of my attention. Each of these entries are part of a telling. Yes, I am 
telling you a story, but you may be reading another one.  
 
Speaker One, Speaker Two is searching for a Ph.D. To him, Ph.D. is him, He is headed for 





SCENE TWO: Exposure Matters 
 
Speaker Two: So, none of this was supposed to happen... I was eight years old, and running 
around my village in Kerala, India, barefoot hitting my lone bicycle tire with a stick alongside 
the rice patties. For fun, I learned to light my tire on fire and send it whirling into oncoming 
traffic. I came home from this endeavor to find Amma in utter glee! She was grinning so happily. 
Somi was there crying, I was used to it, that’s all she ever did. We had received a letter from 
Pappa that the whole family got sponsorship to the USA. Fast forward too running away from 
our village in the middle of the night, scared of communist locals stopping us. From boarding my 
first ever steel bird Air France plane to starting fourth grade in an all-American suburban school 
near Chicago. I was quite a change. 
 
SETTING: Old Orchard Junior High School, Illinois. 
I learned of the “Ph.D.” for the first time in seventh grade. On the first day of math class, in 
walks the very diligent Dr. Gilbert. “I’m Dr. Gilbert!” He announces with great enthusiasm. He 
was a kind and caring man who taught me to enjoy math. He was different. We didn’t refer to 
him as we did the other teachers, Mrs. Zilligen or Mr. Smith. He was “Doctor Gilbert!” There 
was pride and prestige to his name. At this point, the “PhD” was merely a title. I didn’t know 
much else about what “Ph.D.” meant. Every now and then, during high school, someone would 
mentioned the word college. I saw my older sister struggle in college. My sister went to the 
community college and then some state school nearby. I often heard her agonize over it. We are 
first generation, we didn’t know what to do or know anyone who had gone through it before us 
to show the ropes. Our parents were never home and we were too afraid to ask them about the 
unfamiliar process.  
 
The second time I learned of the Ph.D. was through a friend’s dad, Dr. Rogoski. He was the 
honors biology teacher. I knew little about doctors. I assumed they had patients, I was interested 
to find that Dr. Rogoski didn’t.  
 
I wasn’t good at math like the other Indian kids and actually asked the science teachers to move 




Indian model minority, on a pedestal. I did make it to college but couldn’t afford to pay tuition at 
the private college. I ended up transferring after my first year to the same state college my sister 
supposedly graduated from. I say supposedly since she didn’t have a job. In our culture “having a 
job” meant success. “Having a job in your major” meant that you made it in life. At this college, 
I had many mentors.  Dr. Makris was this amazing mentor.  She held me by the hand and talked 
to me about the Ph.D.  I was scared at first.  No one in our family had met the academic 
commitment. There were no Ph.D.’s in my village back home in Kerala. Dr. Makris assured me 
that it was okay. “Here at the college you see them in passing, or down the hall,” she said. I 
thought that I would not be able to befriend them or become one. Dr. Makris assured me this 
wasn’t the case. She planted hope and set the goals that inspired a dream. After some time, I 
graduated and ended up relocating to another country. That’s when I started look into the puddle. 
I started looking for PhD everywhere. I tried online programs, but they didn’t carry much weight. 
I started questioning whether I should move back to the USA. I did but oh boy, I wasn’t ready. 
What I found was that Dr. Makris was a nice person with good intentions. She didn’t open my 
eyes to the reality behind the barriers. The tracking that happened in elementary, middle, and 
high school that prepared me for vocational education and not college level work. The failure 
effect began to grow: from being treated like a failure while other Indians excelled in STEM and 
I didn’t; the setbacks of not having someone in my family who knew what has to be done to find 
this Ph.D. and become this Ph.D.; and having to work several jobs while trying to meet this 
Ph.D. I turned to google. I emailed Dr. Makris and wrote down as much as I could. I enrolled in 
a master’s program and started studying and learning. In looking back, I’ve always known I 
would become a Ph.D.  No matter the struggle and no matter the efforts, I will become 
PhD.  Although the barriers exist, I broke through them, and continue to break them. I will share 
this knowledge with my people and I will take it back to my village.  
 





SCENE THREE: Mundane Moments with Teachers and Professionals 
 
Speaker Three: Eleven years ago, when I was still an undergraduate student, was the first time I 
considered going to graduate school.  
 
One morning, among seven other students, I sat in a discussion section, led by graduate teaching 
assistant, TA, who was doing a Ph.D., of some sort. Our fifty-minute discussion section was an 
elaborate performance, a one man show. He talked on end, not on topic and not substantive. He 
just talked, a lot. When he spoke, he talked down to us. He verbally bullied us, all of the time. 
 
We were at the last day of school. The TA instructed us to participate on this particular day to 
receive a final grade for the class. No one in the class wanted to participate. Partly, because the 
content he taught in the last forty minutes was so irrelevant, we didn’t even know how to 
respond. We believe the TA was having a power trip and were fed up. None of us would comply 
to his whim anymore. 
 
He was losing a grip on the class. He turned hard-handed and remarked that if we remained 
silent, we would surely get an F. Some students pulled a response from out of the blue and were 
immediately rewarded with a passing grade. 
 
As more and more people gave in to the TA’s request, his performance became totalitarian. His 
power and need for control were growing. His hard handedness became a fist of power. 
Two minutes before the bell rang; he turned to me and another student who hadn’t participated. 
With a smile of victor on his face, he said to the two of us, “This is your last chance!” 
 
The silence was broken by the curse words in my head. I didn’t submit to him, a few hours later I 
checked my grade online. The letter grade “D” sealed my fate.  
 





Delaying graduate school, among other reasons, was in part because of an insecurity believing 
that I am not scholarly enough. But that night, I told myself, have no doubt, I would be scholar. 
After meeting with a shitty TA who was in the Ph.D., I promised to do things differently. 
Through an impulse I sought revenge on my TA. This sparked my naïve romance with the Ph.D. 
This was the inception. 
 
SETTING: The working world, a few years later. 
I worked at the government. One day it came to me that I could no longer work with these people 
anymore. Above all, I hated performing office hierarchies with them. Every time we had lunch 
together, we had to talk about the stock market. Although I had never bought any stock myself, I 
still had to feign interest. We did that at lunch time as the only way to connect with senior 
officers and have something to talk about that made us sound important. I noticed everyone else 
was bored of it too. Regardless, they kept up the conversation in order to sustain the hierarchy – 
not through what they said, not through how they said what they said, but through how each of 
us played into the game. It was a performance of the manhood of a successful professional. 
 
Back then, I was doing a good job, talking the talk and walking the walk. But I hated what I did. 
Yet, along with the promise of a possible future, I needed a stable income. At the time, I only 
had a background in the humanities. Because of the allure of the city, I would struggled to make 
ends meet if it we not for my well-paying job in finance within the public sector. When I finally 
quit my job, my colleagues were shocked, not because the job was too good to be true but 
because I was always so well-integrated into their performances –they could not have imagined I 
was faking it so well, faking just like them. Indeed, the more I found out about their stocks, 
talked about stocks, the more I felt that I had betrayed myself. 
 
I applied to UIUC. And went to grad school to make sense of all of this, to look into the puddle.  
It was in part instrumental; and yet in part personal. It was in part my livelihood; and yet was in 
part my sanctity. 
 





SCENE FOUR: Rediscovering the Self, Mind, Body, and Art 
 
Speaker Four: “Once a journey is designed, equipped, and put in process; a new factor enters 
and takes over. A trip, a safari, an exploration, is an entity, different from all other journeys. It 
has personality, temperament, individuality, uniqueness. A journey is a person in itself; no two 
are alike. And all plans, safeguards, policing, and coercion are fruitless. We find after years of 
struggle that we do not take a trip; a trip takes us” (Steinbeck, 1962, p. 3). In citing this, I share 
what I have experienced on my journey to attain a Master of Art in Art Education. I never 
foresaw in writing my thesis that my thesis and my research would take me on a journey filled 
with frustration, doubt, fear and joy. I question, how did I get here? How did higher education 
seduce me? Why do I feel it is worth the turmoil? Or rather do I feel that the turmoil is all in my 
mind? 
 
To be honest, I never intended to pursue a Master’s degree in anything other than in Fine Arts. 
However, time and circumstance would see a change to the puddle. 
 
SETTING: 2005, Recent graduate from Bachelor of Fine Arts program. 
I had finished my degree. I hardly made any paintings. I was consumed with other forms of art 
making, more specifically, performance and conceptual art. I had shown my art work in Houston, 
was engaged with the art community, and had a part time job as an art installer. I was content. 
My body on the other hand was not.  
 
It was 2005, after a series of doctor’s visit I discovered this muscular weakness I experienced, 
had a name. Its name was spinal muscular atrophy (SMA), a form of muscular dystrophy. This 
may sound odd, but I was relieved to know that it was SMA rather than other more severe forms 
of muscular dystrophy. Let me explain. Prior to a clinical diagnosis in 2005, I had started to 
experience a decline in strength, specifically in my legs, since high school. I asked my parents in 
1999 to take me to a specialist to see what was going on. We went to a small clinic in Spring, 
Texas, where I was poked and prodded with what seem like oversized acupuncture needle. Due 




My physical health had started to decline. I no longer had the physical strength to attend to my 
duties as an art installer. I remembered my dad asking me to look for something in a drawer and 
there it was –a report from the doctor in 1999. I opened the letter and saw a generalized 
diagnosis. Your son has some form of muscular dystrophy. I was angry. In knowing that I had 
something called muscular dystrophy, I looked online to self-diagnose myself. That was a 
mistake. Listed life spans of 25, 30’s, late 40’s, frightened me making me so much aware of my 
own mortality. Seeing a predicted life span associated with a disease is scary. Knowing when 
you are expected to expire is an unsettling feeling. However, when I discovered I had late set 
SMA, which has allowed me a typical adult life, whatever that means.  
 
Consequently, the job I had enjoyed doing was no longer an option. The student loan bill started 
to arrive, and I realized that a part time job plus my inability to do strenuous physical labor 
would prove challenging. So, I asked around to see what options I had. A friend suggested 
teaching. So, I decided to become a certified art teacher in Texas. Over the course of 8 years, I 
learned quite a bit about myself, my concerns with education, and my impact as an art educator.  
It is now spring 2014, I had finished applying to graduate school after becoming tired of the 
same art education in services that were held on an annual basis. I felt that I could enact change 
back home, in my school and in my community. However, I felt that a BFA was simply not 
enough. I had to prove my resilience and build my credentials. In a bold move I relocated to 
Illinois to pursue an education where now am finishing my Master’s thesis and working on my 
application to Doctoral work. However, I ask myself why? To which I answer: because I believe 
I can...that my voice is important...that I can enact change...the difficulty is...in making others 
believe in the (to quote Peter Smith) splendid substance of your voice.   
 
Speaker Four: Speaker Five was searching for a Ph.D. To her, Ph.D. is chasing a new identity 





SCENE FIVE: Looking in the Puddle, Interrogating Identity After the Ph.D. 
 
Speaker Five “Now we can call you Doctor Gan.” one of my friends joked on the day I finished 
my thesis defense. 
 
Doctor Gan? Who is Doctor Gan? Do I care about my new identity? Of course, with it I can get a 
teaching job in a good university something I have struggled to get for seven years. Then what 
else? 
 
The title of my thesis is “Construction and Deconstruction of Chinese Journalists' Professional 
Identity –A Case Study on China Youth Daily.” Aha, it is about identity. A happy coincidence? 
China Youth Daily is a national newspaper I have been worked in for about nine years. 
It was the first time for me to look into the 60-year history of this newspaper. I looked into the 
puddle. 
 
“What’s your motive of being a journalist? What are your ideal professional norms? When you 
are introduced as a journalist to others, are you proud or embarrassed? Will you continue to be a 
journalist or change the profession?” 
 
I threw these questions to my colleagues. I listen to their stories. 
 
A veteran reporter told me that he did not want to be “passive voice box” and advocate, “We are 
journalists and we report news. The first element is fact, the second element is fact, and the third 
element is still fact.” 
 
“I once took red-envelope too. But now I hate to be that kind of journalist. I enter into the stage 
of chasing self-fulfillment and professional dignity.” A middle-aged journalist claimed. 
A young journalist complained “professional journalism demands objectivity, justice and 





Puddle is an idea, a metaphor and an image. What do we see in a puddle? We may see different 
“realities” and the reflections of ourselves. 
 
I finished my thesis paper. The ironic part was that the day I came to understand the meaning of 
being a journalist, was the day I left that identity. I got a new identity and a new job. 
But… 
Chan is missing. Can Chan ever be found? I don’t know. 
 







4.5 MyStory: A Way for Community-Based Participation in the Current Moment of 
Qualitative Inquiry  
 
There has never been a greater need for a critical qualitative inquiry that matters in 
the public sphere. Our challenge is to push back, to resist, to redefine the place of 
the academy, indigenous epistemologies and the public intellectual in these public 
spaces (Denzin, 2017, p.8). 
 
 
The paradigm of the 8th moment is to position community-engaged scholarship as crucial 
to this current moment of qualitative/critical inquiry—the now. This dissertation directly serves 
to evidence the current moment of QI by broadly 1) rejecting majoritarian ways of telling and 
experiencing stories and 2) evidencing and promoting a grounding for stories that are often 
untold and 3) exemplifying autoethnography, reflexive performance pedagogy, and 
MyStorytelling as unique methodology to accomplish these goals and community-engaged 
research within KCH. Stories of community health and the body are often told from dominant 
perspectives, defined as “majoritarian” stories (Solórzano & Yosso, 2002). These stories are 
expressed ways where privilege and oppression seem “natural.” Majoritarian stories distort and 
silence experiences of people of color.  
As C. Wright Mills (1959) and Norman Denzin’s “call to arms” directs scholars “who 
believe in the connection between critical inquiry to produce critical methodology that enacts 
[one’s] own version of sociological imagination [that is] moral and methodological” (Denzin, 
2010, p.10) and has challenged us to take history into our own hands “intended to be performed 
in the pedagogical spaces of the class room and conference” (Denzin, 2010, p. 12). I believe this 
should be within the community space setting. This sets the stage of inquiry for the next 
historical eighth moment of qualitative research “the future (2005- ) which is now” (Denzin, 
2010 p. 13. Lincoln, 2000; See also Gupta & Ferguson, 1997; Stocking 1986, 1989).  
 
In The Qualitative Manifesto Denzin articulates the moments of North American QI as it has a 





at least eight historical moments [‘which are marked by discernable shifts in style, genre, 
epistemology, ethics, politics, and aesthetics’ (See also Jameson, 1991p. 3-4)] … [that] 
overlap and simultaneously operate in the present… [These moments are defined] as the 
traditional (1900-1950), the modernist, or golden age (1950-1970), blurred genres (1970-
1986), the crisis of representation (1986-1990), the postmodern, a period of experimental 
and new ethnographies (1990-1995), post-experimental inquiry (1995-2000), the 
methodologically contested present (2000-2004), and the methodologically contested 
presented (2000 -2010) and the future (2010- ) which is now (Denzin, 2013 p. 5; See also 
2010 p.13). 
 
I posit that reflexive performance pedagogy and MyStories can apply the 8th moment of 
QI (Denzin & Lincoln, 2013) and that of CBPR. While inserting our own narratives, and 
repositions, I reject the apparatus of hegemony as MyStories counter the narratives traditionally 
silenced to give authentic voice to community. Certain truths within our stories have not been 
given the space/opportunity to be discussed, and when they are it is through a male outsider’s 
perspective (e.g., gang violence). As a result, the truths of underrepresented women have not 
been adequately shared, understood or given a space. This project, an embodiment of the 8th 
moment of QI and CBPR, provides the space for a holistic and more appropriately informed 
understanding of underrepresented groups (women and the oppressed) and their experiences. As 
such, MyStories rooted in community grounded from experiences of women, gangs, and other 
life narratives are often not from a universal or socially accepted perspective.  
I don’t offer many recommendations on MyStory methodology within the dissertation 
because this method is broad and dependent on many factors i.e. the author, the topic, the level 
of trauma-exposed in the writing, the political climate, privacy, and dissemination. All of these 
are important factors that along with the MyStory “data” and there are no overarching 
recommendations for this method as well as for the performance pedagogies discussed 
throughout with consideration that they should be incorporated into KCH. The writing 
experience is unique to the author and time. Outside of providing recommendations, I can 
suggest that the MyStory production does lead to this “coming undone” where the author must 
have appropriate guidance from a mental health professional to embark on this style of writing. 




the supervision of a trained mental health provider who can guide the author with the best 
support if mental health symptoms should occur during the writing process. This is what I 
consider a method for the privileged scholar having intellectual acumen and resources. If the 
author does not have support and resources, the writing process can be daunting and leave an 
opening for rumination versus healing. The unfinished MyStory may seem like an open 
pandora’s box which may be problematic. There is a level of honesty that is also required of the 
autoethnographer to produce a “true” life story and “truthful” depictions of others in the MyStory 
for proper relational ethics. The main recommendation is that if you start a MyStory make sure 
you finish it so that there is closure. Make sure you are comfortable addressing mental health 
symptoms and working with a professional if the symptoms become difficult to manage.  
This dissertation both evidences these untold topics, but more importantly shows appropriate 
methods and styles of MyStorytelling. MyStories represent a path to liberation and ownership for 
our voices, via autoethnography, either through media or conventional research. With the goal of 
research generating knowledge for improving health and society, this 8th moment of QI is 
motivated to do that in a more culturally relevant way. As a scholar of CBPR, a student of KCH 
and of Norman Denzin, I realize these methods are essential to the science and practice of QI as 
a whole. More specifically, the presentation and dissemination of these styles of work and the 
voice of women as present throughout the stories encapsulate the rejection of 
majoritarian/hegemonic ways of knowing and telling. These pedagogies can create connections 
to social justice and allow the field to move beyond traditional subjectivity, thus applying 
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